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ABSTRACT 
MULTICULTURAL ART EDUCATION: 
VOICES OF ART TEACHERS AND STUDENTS IN THE POSTMODERN ERA 
SEPTEMBER 2005 
PATRICIA BODE, B.F.A., UNIVERSITY OF MASSACHUSETTS AMHERST 
M.Ed., UNIVERSITY OF MASSACHUSETTS AMHERST 
Ed.D., UNIVERSITY OF MASSACHUSETTS AMHERST 
Directed by: Professor Sonia Nieto 
ABSTRACT 
This dissertation examines current multicultural art teacher practices and their 
student perspectives, to make implications for art teacher preparation in the postmodern 
era. The study addresses four interrelated challenges in art education: the postmodern 
framework on knowledge and learning, disagreements in higher education about future 
directions, the construction of the theory-practice gap, and the absence of teacher and 
student voices, especially from urban and marginalized communities. A review of the 
literature of modem and postmodern art historical contexts points to a web of tensions 
in the multiple worlds of art and art education. Those tensions guide a theoretical 
framework rooted in the dynamic intersection of postmodernism and multicultural 
education which is explored in a review of the literature regarding visual culture art 
education (Duncum, 2001, 2002). These frameworks led the Arts-Based Educational 
Research (Barone & Eisner, in press) to be presented in a series of “collages” (Bode, 
2005) with an a/r/togrpaher’s perspective (Irwin, 2004) into how teachers’ roles and 
student participation might reinscribe (Derrida, 1994; Lather, 2003) the direction of art 
VI 
education programs. From four art classrooms, in settings where the participants 
indexed race, ethnicity, language and poverty in discourses of multiple identities, the 
voices of art teachers and their students highlight the role of visual culture in resistance 
to hegemony and in pursuit of academic achievement. Art teacher preparation may 
include such studies as a vehicle for in change art education communities that 
reconsider the role of art and art teachers. 
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CHAPTER 1 
RE-WEAVING A WEB IN ART TEACHER PREPARATION 
When spider webs unite, they can tie up a lion. -Ethiopian proverb 
I remember the struggles of the first graders in my art room when they were 
learning how to weave. My students were so determined to pull the weft yarn over, then 
under, then over then under the warp yam. A rhythmic hum would emerge in the art 
room as twenty little weavers whispered to themselves, “over, under, over, under, over, 
under”. The hum was frequently accented by calls of “Ms. Bode it got tangled! It’s in a 
knot, instead of smooth!” or “I’m getting mixed up, Ms. Bode - what’s next?” 
Troubleshooting had to be handled with the utmost care to keep a first grader’s 
determination and optimism ignited. Sometimes we could just tug on the dangling 
thread to firm up the weaving, but other times we would gently unravel a little bit of our 
work and re-weave it to make the final product stronger. 
I feel very much like those first graders as I write this dissertation. So many 
threads are converging in the palms of my hands; it is beautiful, but at times, confusing. 
To sort out the confusion with first graders, we studied the stories of master weavers, 
and I reflect on those stories as I sort out the many strands that are woven into my 
research. Various narratives of what it means to be a weaver intersect: the Navajo 
grandmother weaving a traditional pattern alongside her grandson in baggy jeans who is 
developing a new, unknown design; the West African story of the clever web spinner 
Anansi the spider, who used his web spinning skills to bring stories back to earth from 
the sky god; and Arachne who was turned into a spider by the Greek goddess Athena, 
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because Athena was so jealous of Arachne’s beautiful weavings. These and many more 
weavers combine to intersect narratives from various corners of the earth like the 
threads of a giant web. I recall how I convinced my struggling first graders to think like 
spiders that release their threads to a fastening point and then walk along it, to help 
them navigate the intersection of yarn strands. That has been the process of this 
dissertation for me: following threads from various discourses and divergent scholarly 
disciplines that intersect within my study. At times the threads feel sticky and tangled; 
at others the threads provide clarity and strength. 
Many Strands in this Dissertation 
Art education by its very name and nature is interdisciplinary, most obviously 
combining scholarship and practice from the broad realms of art and education. To 
pursue the project of this dissertation - examining current multicultural art teacher 
practices and making implications for art teacher preparation in the postmodern era -1 
followed threads in various art worlds from art critics, philosophers of art, art historians 
and artists. Integrating those threads with education led me to threads in multicultural 
education, teacher education, philosophy of education, critical theory, as well as post 
structuralism, linguistics and postmodernism. Through this dissertation, I release some 
of my own threads and weave my strands into the larger discourses of multicultural 
education and postmodernism that intersect in the nexus of art teacher preparation. 
Along the way, I may need to tug at some loose strings, or unravel some previous work 
with the intent of re-weaving the discourse in art teacher preparation for the postmodern 
era. 
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Figure 1. Reading the tensions in postmodern web. 
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Reading the Strength in the Tension of the Postmodern Web 
I chose the metaphor of a web because it can be “read” from various viewpoints: 
from the outer ring to the center ring, from the center moving outward, from one spoke 
to the adjacent spoke or from one spoke to the spoke on the opposite hemisphere of the 
web. Consistent with poststructuralism, the reader may find even more viewpoints from 
which to read the text of this web. I frame this web with Patti Lather’s explanation of 
the deconstructive claim that everything is “caught in a network of differences and 
references that give a textual structure to what we can know of the world” (Lather, 
2003, p. 258 ). Obviously, the printed text of this dissertation is written in a linear 
fashion, but the web in figure 1 gives a conceptual overview, complicating the many 
forces at work creating tensions, overlap and open spaces in the implications for art 
teacher preparation that do not occur or emerge in a linear framework. Figure 1 
illustrates the web I am weaving in this dissertation; the reader can use the illustration 
as a road map that portrays the multiple directions from which I conceive this journey. 
From a poststructuralist perspective, the web is a text to be read and interpreted from 
many viewpoints. I modeled my web after the type spun by an Orb Spider that builds its 
web in a circle. It spins a strand of silk around some objects, in a circular fashion, and 
then makes spokes to the center. The next step is to go around in circles until the web is 
complete. 
Discussing, Not Defining Postmodernism 
Postmodernism is the first strand of the outermost circle of the web framing my 
perspective on the literature and the methodology of my study. Rather than seeing 
postmodernism as refuting modernism by rejecting the formalistic paradigms associated 
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with theories of the modem era and practices in modern art, I am cautious in my 
qualification of postmodernism in art education. I view it instead as a more complicated 
way of seeing and knowing which draws a great deal from modernistic tendencies while 
continually questioning those tendencies. Burbules (1995, f 18) describes 
postmodernism as “not a set of theses or positions, but a common mood or attitude.” 
The postmodern spider’s web draws strength from the tension of its weave and expands 
in contradicting directions. The web attaches itself to pre-modern, modern, and 
postmodern, multicultural and other unnamed, newly emerging epistemologies with 
various rooted points and intersections. They connect and depart from one another 
simultaneously. In many arenas, there is no clear demarcation between modernism and 
postmodernism. Instead of positioning modernism and postmodernism as binary forces, 
I see them overlapping and supporting one another in some instances while tugging 
simultaneously in others. 
In addition to a theoretical perspective, the term postmodern is often used to 
describe the condition of living in contemporary, post-industrialized societies with the 
stance of questioning truth and authority that such a condition precipitates. Many 
scholars refute marking a certain period of time as a “postmodern era”, because that 
implies a certain chronology and progressive mindset. In the literature a postmodern 
perspective or postmodern pedagogy is generally understood as a more deliberate 
decision to practice a pedagogy that questions institutional power structures and to upset 
previously held assumptions about what counts as knowledge. For the purposes of this 
dissertation, students, teachers and classrooms are considered postmodern by virtue of 
living, teaching and learning in contemporary society. 
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In the more specific discourse of art and art education, postmodernism holds its 
own meaning - or variety of meanings, as is more often the case - but some common 
understandings are maintained across research communities. As in the broader 
discourse of philosophy and education, postmodernism questions and deconstructs 
previously held notions of truth. From an art historical perspective, modernism rejected 
the past practices in material artworks of realism and representation (in the figurative 
sense); the modern framework in visual art emphasized detachment from subject matter 
and created an elite intellectual discourse. By claiming an “enlightened state” in 
formalist thinking, modernism viewed artistic accomplishment as evolving logically and 
chronologically from previous historical developments in painting, sculpture and 
architecture. Yet modernism simultaneously dismissed pre-modern realism as pandering 
to the common eye. In this way, modernism developed and perpetuated elitism in the 
realm of visual art, separating meaning from art making and dismissing narrative arts as 
“craft objects” and the traditional societies from whence they came as “primitive.” 
Postmodernism in art reclaims the past in a holistic sense. It looks toward 
representation in the figurative and literal sense to intertwine art making with meaning 
making. It claims cave drawings, folk art traditions, and digitized media as part of 
visual culture to be counted as literacy and communication in a democratic society. 
Postmodernism as an attitude and as a framework in art making informs and influences 
art education teacher preparation programs and K-12 classroom practice. The 
postmodern discourse is central to the ongoing discussions in multicultural art education 
and the emerging discourse of visual culture art education today. 
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Visual Culture, Poststructuralism and Postmodernism 
Part of the visual culture discourse is also poststructural in nature. While the 
terms and concepts of postmodernism and poststructuralism have been conflated in 
much of the literature, there are several distinctions that are important to this 
dissertation. Primary to the distinction are the theoretical objects that each addresses: 
Poststructuralism takes as its theoretical object "structuralism", whereas postmodernism 
takes as its theoretical object "modernism" (Peters & Burbules, 2004). Since 
structuralism is rooted in the scientific conceptions of French structural linguistics, early 
poststructuralists drew heavily on philosophers Nietzsche and Heidegger. It follows 
then that poststructuralism, as a movement holds a decidedly philosophical lens on 
concerns of language and literacy. 
Poststructuralism as a contemporary philosophical movement offers a range of 
theories (of the text), critiques (of institutions), new concepts, and new forms of 
analysis (of power) that are... highly relevant to the study of education. (Peters & 
Burbules, 2004, p. 5) [Italics in original]. 
Peters and Burbules (2004) go on to emphasize that poststructuralism can be 
characterized as a “mode of thinking, style of philosophizing and kind of writing” 
(p.17), but should not be mistaken as a unified or homogenous movement. 
For the purposes of this dissertation, I use poststructuralism when referring to 
the act of deliberately reading or re-reading a text. Poststructuralism provides new 
practices that include redrawing the boundaries of what is meant by “text” and 
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“writing”: works of art, student discourse, classroom bulletin boards as well as words in 
print. Lather (1992) explains that she generally uses post structural “to mean working 
out of academic theory within the culture of postmodernism” (p. 90). 
In my reading, the discourse of visual culture in art education takes a 
poststructural stance on teaching and practicing postmodern art. However, tensions are 
emerging within the higher education art teacher preparation programs and among art 
teachers about what it means to teach postmodern art and what place should be 
maintained by the modernist canon. These tensions are addressed within the multiple 
discourses woven throughout the web. 
Multiple Identities Inside the Web 
After the postmodern ring, the next ring of the web in figure 1 represents my 
numerous professional identities in the field of art education which give me multiple 
voices to weave into the study. My work as an artist in a range of media brings the 
perspective of art making engaged in art world discourses. My voice as an artist and a 
K-12 classroom art teacher for the past fifteen years grounds my perspective in 
classroom practice. My voice from recent teaching in higher education provides a view 
into the policies and practices of art teacher preparation, while my identity as a doctoral 
student and researcher brings a theoretical voice to these experiences. The intersections 
of these perspectives provide a braided yarn in my work to re-weave the web in the field 
of art education, but multiple perspectives can also bring fragmentation and division. 
Simultaneously reflecting on my various practices, viewing the discourses from 
multiple disciplines and listening to a range of teachers’ and students’ voices situates 
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my dissertation in the postmodern perspective by consciously refusing to subjugate any 
one perspective or privilege any one truth. 
Arts-Based Educational Research 
The next circular strand in the web - moving closer to the center - is the 
qualitative method in Arts-Based Educational Research (ABER) through which I 
conceptualized and actively engaged in the study. The methodology is framed by 
postmodernism and my professional experiences in the outer rings and encircles the art 
teachers’ and art students’ voices in the inner rings. (I give a more detailed account of 
the methodology in Chapter 4.) The inner two rings of the web, moving nearer the 
center, symbolize the voices of art teachers and art students which encircle the central 
nexus of the web, and their implications for art teacher preparation. The dissertation 
amplifies multiple voices from many participants in the study to braid into the re-woven 
discourse of art teacher preparation. 
Spokes of Theory 
Illustrated in figure 1, the spokes that weave through the concentric circles in 
this postmodern web symbolize scholarship from multiple fields. The spoke through art 
education symbolizes the discourse in visual culture (Duncum, 2001; Efland, 2004; 
Freedman, 2003b; Freedman & Stuhr, 2004; Tavin, 2003), and arguments about 
maintaining the formalist canon (Dorn, 2003; Stinespring, 2001). Art educators are 
joined by artists (Lippard, 2000; Luna, 1996), and critical art historians (Bryson, Holly 
& Moxey, 1994; Duncan, 1993) in voicing implications for visual culture. The current 
discussion in visual culture is informed by literature in multicultural education (Banks, 
2004a; Nieto, 2003, 2004; Stuhr, 2003; Stuhr, Petrovich-Mwaniki, & Wasson, 1992), 
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and scholarship that is linked with multicultural theory. For example, critical theory and 
postcolonial pedagogy (Tejeda, Espinoza, & Gutierrez, 2002) address the postmodern 
era and postmodern pedagogy through a concern for political and personally based 
knowledge. Political and personal forms of knowledge are addressed by Cameron 
McCarthy, Michael Giardina, Susan Juanita Harewood and Jin-Kyung Park (2003) who 
point to the role of postcolonial theory, postcolonial literature, art, popular culture and 
globalization in curriculum reform. Critical literacy (Comber, 2001; Gallego & 
Hollingsworth, 2000; Janks, 2001; Vasquez, 2004) intersects with critical art pedagogy 
to de-center the authoritarian knowledge of the modern era (Doll, 1993) and expand the 
notion of art as text. 
As you can see in figure 1, these spokes are tied to one another by circular 
woven rings, disciplines that influence this dissertation as they point to implications for 
art teacher preparation. Significantly, these various disciplines and voices do not 
represent a harmonious chorus. With diverse perspectives come some contradictions. 
The scholarship from each strand of the web will be reviewed more closely in Chapters 
2 and 3. Highlighting the strength of the intersections will also illuminate the tensions. 
The Construction of the Theory-Practice Gap 
One of these tensions - of the theory-practice gap - became starkly visible to me 
at the National Art Education Association in Denver, Colorado (April, 2004). On an 
elevator at the conference I overheard a conversation between two women who were 
clutching their bags of free samples from the exhibitor displays of crayons, markers and 
art posters, 
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“Her talk was so heady and theoretical; it’s probably been decades since she set 
foot in a real classroom.” 
“Yeah, imagine what she would say about postmodernism if she had to stretch 
eight watercolor trays among twenty-seven third graders.” 
These comments reminded me how frequently art teachers feel alienated by the 
hierarchy in education that positions theoreticians in a place of authority over 
practitioners in the classroom. Such a hierarchy presses teachers to comply with the 
theory-practice gap. In the coffee line I eavesdropped on another comment that pointed 
to a different perspective between theorists and practitioners: “His workshop was very 
concrete - all hands on stuff - which I think the teachers in the audience enjoyed.. .but 
not grounded in much theory, or at least he did not articulate any theory.” 
This “unofficial script” (Gutierrez, Rymes, & Larson, 1995) of the conference 
that I heard in the elevator and the coffee line was just as informative as the discussions 
in the workshop sessions, emphasizing the age old narrative of the gap between theory 
and practice while the official script (Gutierrez, Rymes, & Larson, 1995) in the titles of 
conference sessions emphasized the various positions on modernism and 
postmodernism, as well as research, policy and practice. These competing scripts in art 
education hold implications for K-12 classroom practice and for institutions of higher 
education. Yet, as illustrated by the conversations at the conference, the construction of 
the gap between theory and practice is a persistent weakness in the structure of art 
education discourse. 
However, instead of complying with the premise that the theory-practice gap is 
an inevitable state of affairs, I problematize the construction of the gap. I agree with 
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Cary (1998) who contests the “truth” or normality of the theory-practice gap. Instead of 
resigning to the situation with a shrug that says “teachers teach and philosophers 
philosophize”, Cary insists on critically examining the system that supports hierarchical 
positions to those in power: principals, supervisors, textbook writers, professors and 
other “anointed experts”. He points out that the educational system “devalues the 
insights and reflections of teachers engaged in living practice and consecrates those 
outside the classroom as Givers of Truth” (p. 4). In this hierarchy of knowledge, the 
constructed subordinate position of teachers admonishes teachers as challengers to the 
status quo if they philosophize or theorize about their practice. Exposing the structures 
that create the binary of the theory-practice gap is essential in destabilizing the 
perception of the gap as a normal condition and questioning teachers’ complicit roles in 
the gap. According to Cary (1998), “The underpinnings of the apparent dichotomy 
between theory and practice are unstable and open to analysis. One should resist 
accepting the dichotomy as the absolute truth or a fait accompli” (p. 5). 
My interwoven perspectives as artists, art teacher, teacher educator and doctoral 
theoretician take Cary’s stance a step further. While he espouses “the belief that 
teachers of art can [italics added] teach art and philosophize about teaching art” (p. 6), 
my study reveals that art teachers do teach art, and at the same time, philosophize about 
teaching art. By placing art teachers voices as an essential strand in re-weaving the 
postmodern web, my study illustrates how “thinking about reasons for certain practices, 
opening practices to new possibilities, revealing and redefining rationales for art 
teaching practices, and questioning power-belief-truth relationships” (p.6) engage all 
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the teachers of art in my study to varying degrees. I argue for multiple ways of knowing 
rather than knowing and seeing as only a practitioner or only as a theoretician. 
Arguments for Change Within Art Education 
From the voices of teachers, from National Art Education conference sessions, 
and from various scholars, I hear arguments for change within the field of art education. 
The boundaries that define art, artists and art education are shifting and blurring with 
rapid speed in the postmodern era (Cahan & Kocur, 1996; Cary, 1998; Danto, 1992, 
1997, 2003; Gablik, 1991, 1995; Jencks, 2002; Lippard, 2000; Staniszewski, 1995; 
Stuhr, 1995, 2003; Young, 1990). A professional discourse has emerged with various 
perspectives on the influence that these blurred boundaries of postmodernism and 
multicultural education have on art education and how art teachers and art education 
departments should respond (Cary, 1998; Clark, 1996; Efland, 1995; Efland, Freedman, 
& Stuhr, 1996; Emery, 2002; Freedman, 1995, 2003b; Hutchens & Suggs, 1997; 
jagodzinski, 1997a, 1997b; Neperud, 1995; Petrovich-Mwaniki, 1997; Stuhr, 1995; 
Stuhr, Petrovich-Mwaniki, & Wasson, 1992; Tavin, 2003; Ulbricht, 2003; Zimmerman, 
1997a) or not respond (Best, 2002; Dorn, 2001, 2003; Smith, 1995; Smith, 2002; 
Stinespring, 2001). The web illustration in figure 1 emphasizes that these discourses 
implicate K-12 classroom practice as well as policies and practices in higher education 
with a central focus on art teacher preparation. The discussion of preparing teachers in 
multicultural art education for the postmodern classroom requires an examination of the 
relationship of postmodernity, art education, and multicultural education. Since 
multicultural education and postmodernism have influenced public schools in gradual 
and fluctuating trends for the past four decades, these theories have direct implications 
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for change in art teacher preparation (Armstrong, 1990; Attenborough, 1996; Banks, 
2004b; Cochran-Smith, 2003; Day, 1997; Irvine, 2003; Stuhr, 2003). 
Since the 1960s, the waning of modernism and the influence of postmodernism 
have created new discourses about public school art curriculum and art teacher 
preparation programs in higher education. These postmodern discourses intersect at 
various points with multicultural discourses pointing to a need for change in art 
education PK-12 practices as well as practices in art teacher education. 
The discourse for change centers on the discussion of visual culture as a 
construct for expanding the notion of what is understood as art, and whether or not art 
teachers and art education licensure programs should embrace this reconceptualized 
view of art as visual culture (Anderson, 1997; Ballengee-Morris & Stuhr, 2001; Barrett, 
2003; Carpenter & Manifold, 2003; Chalmers, 2002; Duncum, 2001, 2002, 2003; 
Efland, 2004; Freedman, 2003a, 2003b; Sullivan, 2003; Tavin, 2000a, 2000b, 2003; 
Villeneuve, 2003; Wilson, 2003). I view the discourse on visual culture as an outgrowth 
of the developments in art and art education related to modernism and postmodernism 
and the influence of multicultural theory. 
Statement of the Problem 
Divergent discourses influence what I will define as the problem for art 
education that my study addresses. In what follows I illustrate how the problem is 
influenced by disagreements in higher education, the gap between theory and K-12 
practice and the new framework on knowledge and learning that postmodern students 
bring to the classroom. The absence of student and teacher voices in the literature 
exacerbates this situation. 
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Higher Education 
Disagreements among leading scholars in academia create problems with the 
direction of contemporary teacher preparation programs in art education departments 
and inservice professional development of art teachers. While the discourse surrounding 
the influence of postmodernism, multicultural education and visual culture art education 
is rich and stimulating, and the preservation of academic freedom is paramount, there is 
marked confusion in the field regarding recent developments in visual culture art 
education and the multiculturalizing of the art world, or artworlds (Cary, 1998; Erickson 
& Young, 2002). 
A survey of the titles of several sessions of the National Art Education 
Association (NAEA) April 2004 conference illustrates the diverse positions within 
current scholarship. A number of sessions addressed and promoted the 
conceptualization of visual culture: Four Case Studies in Material Culture: Beyond 
Visual Culture (Victoria Weaver, Doug Blandy, Paul Bolin & Dana Kletchka); 
Semiotics and Visual Culture (Deborah Smith-Shank); Mapping Identity(ies): Opening 
the Classroom to a Discussion of Lesbian and Gay Artists (Laurel Lampela); You Can 
Hide but You Can't Run: Visual Culture, Cultural Sensitivity, and Mask Making 
(Christine Ballengee-Morris & Pamela G. Taylor); and Postmodernizing the Art 
Curriculum (J. Stephen Lahr). Other sessions deliberately refuted visual culture as a 
legitimate movement in art education, and constructed arguments about preserving the 
canon and culture itself as a detraction of visual culture art education. These sessions 
included: The Politics of Art and Education and The End of Art-A Postmodernist 
Jihad (Charles Dorn). (While I find the language and metaphor used in this conference 
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presentation exceptionally offensive, it speaks to the vociferousness with which the 
presenter defends his thesis. An academic paper about art education that appropriates 
language to conjure up terrorism and the American public’s deepest fears is a topic for 
another paper). 
In addition to the conference sessions, the first edition of The Handbook of 
Research and Policy in Art Education (2004) edited by Elliot Eisner and Michael Day 
was released at the NAEA conference. The editors address the wide spectrum of views 
within the scholarship while describing the book in their introduction: 
It should not be said that there is a uniform chorus of opinion concerning what 
members of the field ought to embrace with respect to its aims and content. 
There is, indeed, a healthy diversity. The section of the Handbook dealing with 
emerging visions describes some, but not all, of these competing orientations 
(Eisner & Day, 2004, p.l). 
K-12 Art Classroom Practice and Teacher Voice 
“Competing orientations” in scholarship hold implications for K-12 classroom 
practice. The persistent gap between theory and practice could be narrowed by 
problematizing what Foucault described as the “power-knowledge structures” 
(Foucault, 1981) that serve to maintain the gap. Within the discourse of art education, 
the voices of practicing art teachers and their students are frequently omitted from much 
of the discussion about the direction of art education today. The omission of teacher and 
student voices is perpetuated by school structures that are so commonplace that they 
often go unquestioned. Isolation of art teachers within their school buildings is 
reinforced by the traditional institutional practice that overloads the art teacher’s 
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schedule as a convenient slot for classroom teachers’ prep periods in elementary 
schools, and as “filler” for student scheduling problems in secondary schools. These 
policies and practices mean that many art teachers to teach far more students per day 
and to prepare more lessons per day than most other teachers in the school, competing 
only with physical education for “contact time” and numbers of students served per day. 
Blaming teachers for the theory-practice gap dismisses the intellectual rigor many of 
them bring to their work and their commitment to professional development, as the data 
in this study reveal. A constellation of forces are at work in this age old conundrum, not 
the least of which is the role of academia and the modernist framework of the art world 
that positions teachers to be complicit in the theory-practice gap. 
However, school life realities that impede art teachers’ response to postmodern 
discourse in their classroom practice are noted by Clark (1996): 
The increasing irrelevance of school art has caught many art educators off¬ 
guard. Preoccupied with efforts to stave off assaults from technofiles and 
educrats fixated on issues of curricular accountability and budgetary efficiency, 
art teachers have been simply too busy to notice the arrival of postmodernist art. 
The long reign of modernism lulled teachers into a state of artistic complacency; 
for decades they could keep abreast of developments in the art world simply by 
familiarizing themselves with the latest -ism popular with the avant-garde elite. 
(p.65) 
The predicaments that Clark describes combined with scholarship that often sounds too 
“heady and theoretical” to apply to practice, and the subordinate positioning of teachers 
in the power-knowledge hierarchy prevent many art teachers from delving into the 
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current literature. Many teachers view much of the literature as too far removed from 
classroom life to be applicable. 
However, some recent works have provided profiles of teachers from various 
perspectives. Postmodern practice is highlighted in portraits of teachers by Lee Emery 
(2002), and individual teachers’ multicultural curriculum has been documented in 
others (Clark, 1996; Erickson & Young, 2002). Candice Stout (2002) focused on the 
voices of experienced teachers who began their careers in the late 1960s and 70s and 
“continue to teach as the new century unfold”. In that study, the teachers’ voiced 
concerns for multicultural education yet neither Stout nor teachers directly addressed 
postmodernism as a theoretical framework. Tom Anderson (2000) produced a day-in- 
the-life- account of six art teachers, but did not take a stance of postmodernism or 
multicultural education in his collection of interviews. While such recent studies bring 
us closer to bridging theory and practice by utilizing teacher voice, only Emery’s book 
(2002) intersects multicultural education and postmodernism. These studies are notable 
in their focus on teachers’ experiences but not typical in current literature. The vast 
majority of scholarship discusses what should be happening in K-12 art rooms, or 
higher education while completely excluding teacher voice. 
My study combines teacher and student voices to illustrate their individual and 
collective experiences with multicultural education in the postmodern classroom. My 
aim is to speak to art teacher preparation with the authentic experiences of those voices. 
Suffocating Postmodern Student Voice 
If teacher voice is scarce in current research, student voice is almost invisible. 
The developments of postmodern thought heavily influence our current student 
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population, but much of the scholarship does not tap into the student perspective. Most 
students of the postmodern era, from pre-kindergarten through graduate school, develop 
relationships to knowledge and truth with less certainty than generations of students 
schooled in the modem era (Burbules, 1995; Taylor, 2005). For these postmodern 
students, the social and political realms of their lives offer more questions than truths. 
The promise of the Enlightenment which dominated the modem era has dimmed amidst 
postmodern struggles with a hierarchy of dominating perspectives. The assumption that 
scientific and technological knowledge creates progress and that progress is necessarily 
good is questioned in contemporary life’s daily realities. Taylor (2005) discusses the 
exposed tensions in the lives of today’s college students, who he calls “Generation 
NeXt” and how postmodernism shaped their world. 
The obvious economic exploitation of scientific knowledge, as opposed to its 
being used for the general good, combined with the inability of science to fulfill 
its promise. Space shuttles exploded, antibiotics quit working, pollution and 
abuse of natural resources follow most civilization, and labor saving devises did 
not give anyone more time... Socially, the impact of multiculturalism (including 
immigration) and efforts to increase pluralism, mutual understanding and respect 
increased awareness that there are other people following different models and 
doing perfectly well. (p. 113) 
Taylor posits that we need to be aware of this shift in college students’ 
relationship to what is perceived as knowledge and truth in order to effectively teach, 
engage, and prepare them for the postmodern era. For education to be effective, 
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“especially with Generation NeXt, they will need to recognize and operationalize a 
variety of influences” (Taylor, 2005). This variety of influences includes cultural, 
racial and other identities being understood in more fluid discourses (Dolby, 20000, 
2003; Yon, 2000). The varying narratives in the art world about what counts as art and 
what is included in culture, overlapping with narratives about multicultural identity 
construction, necessitates the ability to interpret and operate within a variety of 
competing texts. These postmodern influences have direct implications for the 
preparation of art teachers who are emerging from “Generation NeXt.” Art education 
departments are faced with questions about the content of “the canon” and how to 
address the complexities of shifts in definitions of art and culture in sociopolitical 
contexts. Dennis Fehr (1997) stated 
.. .that students of today should understand not only the arts of their own time, 
but the culture that produced them. They call for new arts education policies that 
acknowledge the overt politics of postmodern art forms. They believe that the 
arts can not only explain social ills - they can help cure them. (p. 29) 
Explaining and curing social ills while indicting overtly political policies which 
those ills fester are especially pressing issues among the postmodern students of this 
nation’s urban schools. Michelle Fine (2005) shouts an urgent cry: 
Our nation is facing a crisis in urban education that derives from multiple 
sources: a disappearing economy for poor and working-class people of color, 
mass incarceration of youth and adults of color, the underfunding of urban 
schools, the No Child Left Behind act (NCLB), lack of space, high-stakes 
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testing, and politicized centrist bureaucracies that trust neither communities nor 
educators. There is no doubt for the need to intervene radically in secondary 
education in urban communities (p. 11). 
In urban communities where teachers are increasingly pressed to shelve creative 
curriculum to prepare for standardized tests that promote a one-size-fits-all pedagogy, 
student voice is suffocating. This is particularly the case for students from poor and 
working class families, those whose skin color is black or brown, and those for whom 
generations of resistance has been met with violence and oppression. Seeking out, 
documenting and reflecting on the words of the youth in marginalized communities 
becomes an attempt to “intervene radically” (Fine, 2005). This study offers a glimpse of 
the art rooms in these schools as providing a “counter-hegemonic curricula that focuses 
on youth culture and resistance” (Morrell & Duncan-Andrade, 2004). Bringing a social 
justice framework to art education for the students of diverse backgrounds and all 
students in urban schools is a matter of urgency. 
This view of education as social action has been a premise of multicultural 
educators for decades (Banks, 2004b; Cochran-Smith, 2003; Irvine, 2003; Nieto, 1999, 
2003, 2004; Sleeter, 2001; Sleeter & Grant, 1987, 2003). Nieto (2004) explicitly 
foregrounds student voice in case studies, but the art education literature has not 
produced any recent studies highlighting the student perspective. In recent years, some 
art educators have been gradually taking on the sociopolitical framework of 
multicultural education. Yet this postmodern, multicultural perspective is not 
consistently embraced by organizations such as the National Art Education Association. 
Moreover, among art education departments in the United States there exists a wide 
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range of emphasis placed on multicultural education. This study, which provides 
teachers’ and students’ perspective from the K-12 art classroom from a sociopolitical 
perspective, will add substantial thread to the weave of the web of current literature and 
discourse. 
The Problem to Re-weave 
As an artist, art teacher, teacher educator and educational researcher, the 
problem that interests me is the need to re-weave the web in art teacher preparation to 
address the intersections of multicultural education, postmodernism and the emerging 
thesis of visual culture education. Given the various voices and theories influencing 
postmodern art education today (Cary, 1998; Clark, 1996; Efland et al., 1996; Efland, 
1995; Emery, 2002; Freedman, 1995, 2003b; Hutchens & Suggs, 1997; jagodzinski, 
1997a; Neperud, 1995; Petrovich-Mwaniki, 1997; Stuhr, 1995; Stuhr et al., 1992; 
Tavin, 2003; Ulbricht, 2003; Zimmerman, 1997a) and the clinging to modernist 
frameworks and paradigms by others (Best, 2002; Dorn, 2001, 2003; Smith, 1995; 
Smith, 2002; Stinespring, 2001), I see an urgency to create an informed and vigorous 
discussion of literature, research and practice across disciplines which acknowledge and 
inform the postmodern art classroom experience and the reconceptualizing of 
multicultural education. 
Art teachers and their students who are living the realities of teaching and 
learning in public school art programs today - especially in some severely 
underresourced schools - bring much needed perspective to an interdisciplinary 
discussion of the postmodern, multicultural condition. Such a discussion will gain 
22 
validity by foregrounding the voices of practicing teachers from the K-12 public school 
art room with the voices of their students in the contexts of their lived worlds. 
The problem I am attempting to address is a web of converging influences and 
tensions that are woven through the communities of higher education art teacher 
preparation, K-12 classroom practice, art historical frameworks, and fields of social 
theory. My study attempts to find sources of strength in the intersection of the weave of 
these varying discourses. Gaps also exist where the weave of interdisciplinary thought 
could be tightened to make the entire web of art education stronger. Problems lie in 
exposing those gaps and making suggestions for re weaving the web. 
Purpose of the Study 
The purpose of this study was to investigate classroom practice, art teacher 
voice and student voice as they reflect or contradict the current discourses within art 
education specifically regarding postmodernism and multicultural education. By 
listening to what teachers and students say that art teachers need to know for the 
postmodern classroom and by observing their actions, I intend to contribute to the 
discourse on art teacher preparation. I studied the visions and practices of a small group 
of teachers who position themselves as “multicultural art teachers” and their students to 
see where they relate to the perspectives of current theory. I looked for parallels 
between the literature and the student and teacher voices to see where theory and 
practice align. I also noted where theory and practice diverge. I advance a thesis for 
change that re-weaves the interdisciplinary web influencing art education today. 
However, my perspective positions art teachers and students as master weavers of the 
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web, a counter-narrative to traditional discourses that position them as flies to be 
trapped in its stickiness. 
To position art teachers and students as “interlocutors of our storying of their 
lives” (Lather, 2003, p. 10), I employed the role of participant-observer to “apprehend 
the world from the viewpoint of other human beings who live by different meaning 
systems” (Spradley, 1980, p. viii). The role of participant-observer had particular 
saliency for me to engage in the cultural knowledge of art teachers and their students. 
By seeing the worlds through “different meaning systems”, I approached the field 
through several concurrent lenses as a participant, and I observed from the viewpoints 
of artist, teacher and researcher. First as an artist and art teacher I brought some prior 
knowledge about the subject matter, the teacher’s role, and the setting of an art room in 
a public school. Second, I was comfortable assisting the teacher with some of the 
instructional tasks and third, I participated as a learner with the students and as a 
researcher gaining a sense of the participants’ viewpoints. The teachers made it clear 
that they were comfortable with my interconnected roles by asking me to assist as soon 
as I entered the classroom. No sooner had I hung up my coat, than the teacher would 
ask me to please help refill some paint cups or tutor a student with a drawing task. 
Taking the lead from their teachers, the students embraced my participant observer 
status by asking me for assistance or inviting me to dialogue about their artwork. The 
role of participant observer provided a vehicle to collect empirical data from which to 
generate “grounded theory” (Glaser and Strauss, 1967) about how postmodernism and 
multicultural education are influencing teaching and learning in the art classroom. 
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In addition to participant observation, field note taking and photographing, to 
develop the collages, I interviewed the teachers about their views of what art teachers 
need to know to address multicultural, postmodern art teaching. I asked them if and how 
they are deliberately addressing postmodernism and multiculturalism. I wanted to know 
what they view as the most critical components of curriculum and approach to address 
the contemporary student population. I also interviewed students about what works for 
their art learning, and I directly questioned them about cultural identity and diversity. 
Consistent with the portraiture and case study models, the research explores the school, 
the community and other factors that shape the sociopolitical climate of the art 
classroom. 
Specifically, I developed profiles of selected art teachers and their classroom 
communities to gain a sense of how a postmodern perspective and multicultural 
education contribute to understanding visual culture as a form of critical literacy. I call 
the resulting perspectives collages - a compilation of Arts-Based Educational Research 
(Barone & Eisner, in press) combining the portraiture model (Lawrence-Lightfoot & 
Hoffman Davis, 1997), the case study method (Nieto, 2004; Stake, 1995) and interview 
techniques (Seidman, 1998) with an a/r/togrpahy perspective (Irwin, 2004). The study 
intentionally utilized student and teacher voices to reveal intersections and gaps 
between theory and practice. For example, Gude’s theory (2004) forwards postmodern 
art principles as an alternative way to develop curriculum that departs from the standard 
(modernist) elements of art plus seven principles of art that have come to be known as 7 
+ 7. Rather than abandoning the “7 + 7” Gude (2004) emphasizes embedding the 
elements and principles within the context of meaningful art making. Furthermore, the 
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postmodern era has given way to certain approaches to art worth noticing and 
integrating into students’ verbal and stylistic vocabularies. Instead of studying line 
quality and spending a day with black pen practicing meaningless line squiggles and 
scratches, the topic of line quality may be approached when students are involved in a 
portraiture pen and ink lesson, yet the lesson may be focusing more on postmodern 
conceptions of identity, personhood and political representation than on “skill and 
drill”. My study listens to responses to such approaches and hears both teachers’ and 
students’ intentions, struggles and inspirations. I explored how some of the suggestions 
from the academic literature interact with art classroom discourse. 
Research Questions 
Since I bring the overlapping lenses of practicing artist, art teacher, teacher 
educator and doctoral researcher to this study, the questions I address stem from a 
collage of this experience. That is, I braid my work as an artist, my practice in K-12 
settings, observations in academia, and my coursework and literature research. 
Consequently three research questions guide this study: 
1. How are postmodernism and multiculturalism informing teaching and learning 
in the art classroom? 
2. What do art teachers and art students say contemporary art teachers need to 
know to be effective in multicultural classrooms of the postmodern era? 
3. How can collages of public school art teachers and their students inform how 
multicultural art teacher preparation programs may be reshaped for the 
postmodern era? 
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Significance of the Study 
The study will be significant in several research and education venues. First, 
because there are few other studies that utilize student and teacher voices directly from 
the public school classroom, it fills a gap in the current literature. A number of the 
classrooms in the study are in some of the nation’s most neglected schools. Thus, 
listening to the voices of teachers and students will add important and diverse 
perspectives to the literature in both higher education and professional development 
about the realities in the everyday, postmodern K-12 art rooms, typically filled with 
learners who are marginalized by race, class and language. Forwarding teacher voices 
may also make theory more accessible and salient to practicing art teachers, who at 
times feel alienated by the “language barrier” of academicians. Likewise, academicians 
may gain new insight into the realities and lived experiences of art teachers. 
Also significant is bridging the gap between theory and practice that may offer 
insights for art teacher education programs. The interdisciplinary nature of my 
perspective may bring freshness to the discussion of multicultural education and 
postmodernism within art education and highlight the intersections of these theories and 
practices. Given the social injustice voiced in the realities of the teachers and students in 
my study, I see a need to continue the vigorous discourse about the implications for 
anti-racist multicultural education within the postmodern art education literature. 
Noting particular limits of current art education literature that attempts to bring a 
multicultural perspective, the study also underscores teacher and student experiences in 
multicultural education. In my review I noticed multiple references to one framework 
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from Christine Sleeter and Carl Grant’s article from Harvard Educational Review 
(Sleeter & Grant, 1987) to describe multicultural art education as “social 
reconstructionist art education”. Sleeter and Grant (1987) provided an extensive review 
of the literature on multicultural education and explained five approaches. The fifth 
approach - which is the approach the authors advocate - Education that is Multicultural 
and Social Reconstructionist, describes a complete redesign of an educational program. 
Such a redesign recommends addressing issues and concerns that affect students of 
diverse groups, encouraging students to take an active stance by challenging the status 
quo, and engaging students to collectively speak out and effect change by joining with 
other groups in examining common or related concerns (Sleeter & Grant, 1987, 2003). 
Stuhr, Petrovich-Mwaniki and Wasson (1992) summarized Sleeter and Grant’s five 
approaches in an article in Art Education. The Stuhr, Petrovich-Mwaniki and Wasson 
article (1992) and the Sleeter & Grant (1987) article were subsequently cited by most 
art education scholars as the framework from which they define multicultural art 
education as “social reconstructionist” (Adejumo, 2003; Ballengee-Morris & Stuhr, 
2001; Chanda et al., 1998; Desai, 2003; Duke, 1992; Efland et al., 1996; Erickson & 
Young, 2002; Smith, 2002; Ulbricht, 2003; Zimmerman, 1997a). Many of the 
subsequent citations did not underscore the social justice perspective for which Sleeter 
and Grant (1987, 2003) argue. Most of the references in the art education literature do 
not even cite Sleeter and Grant’s subsequent book, Making Choices for Multicultural 
Education: Five Approaches to Race, Class, and Gender, 4'1' edition (2003), which 
provides updated scholarship from the 1987 article. Patricia Stuhr from Ohio State 
University has made significant gains forwarding multicultural education in the field of 
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art education. Her research and publications have developed a discourse that would be 
terribly thin without her contributions. But since she is the primary voice for 
multicultural education in the art education literature, most subsequent scholarship 
relies specifically on her writings and her analysis of the Sleeter and Grant models of 
multicultural education. 
The framework of “social reconstructionist art education” from the Sleeter and 
Grant (1987) model holds insightful implications for multicultural education as critical 
pedagogy and certainly embraces a postmodern perspective - a framework that I hold in 
high esteem. However, I see the art education discourse as limited by an over-reliance 
on this single definition stemming from one article in the 1980s that loses its grounding 
when distilled down to a catchy phrase in many articles. There are many overlapping 
discourses from various multicultural theorists, as well as updated discussions from 
both Sleeter and Grant which can serve to reinforce the art education discourse (Banks, 
2004a; Cochran-Smith, 2003; Freire, 2000; Giroux, 2003; Irvine, 2003; Nieto, 1999, 
2004; Shor & Freire, 1987; Sleeter, 2001; Tejeda, Espinoza, & Gutierrez, 2002). My 
study contributes updated relevancy to this discourse and brings fresh references from 
scholarship outside of art education into the current discussion. 
Limitations of the Study 
The study has some limitations as well. These include the limited number of 
sites, my preconceived notions about postmodern, multicultural art education, and my 
familiarity with some of the teacher and student participants which influenced my 
selection of participants. 
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The handful of art classroom communities in the collages cannot adequately 
present a picture of art teachers throughout the Unites States. The study should not be 
interpreted to claim such a sweeping generalization. As Nieto (2004) says about case 
studies, “The case studies are meant to challenge you to ask questions rather than to 
make assumptions” (p. 7). The teachers and students in the study are meant to convey 
possibilities and realities within their specific sociopolitical context with regard to 
multicultural education in the postmodern era, not to make statements about every art 
teacher in every art room. Several tools and media of data gathering were employed 
including audiotaping, observation, field notes, still photos and in some cases brief 
video as well as references to student art work and writing. The various data gathering 
at each site provide multiple perspectives of the teaching and learning activities and 
help guard against broad assumptions. My interpretation and contextualized analysis of 
the data require caution and assertiveness to emphasize the specific experiences rather 
than painting the findings with a broad brush. 
My dual role as an art teacher and as a researcher carries with it some 
preconceived ideas about what multicultural art education looks like and what benefits 
it brings to the postmodern student. Lawrence-Lightfoot (1997) points out that a 
researcher comes to the field with an intellectual framework which is usually the result 
of “review of the relevant literature, prior experience in similar settings, and a general 
knowledge of the field of inquiry” (p. 185). She emphasizes that these intellectual 
frameworks also resonate with the researcher’s “autobiographical journey - those 
aspects of familial, cultural, developmental, and educational background” that one can 
relate to the research. In the portraiture method, Lawrence-Lightfoot (1997) describes 
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these anticipatory perspectives as “voice as preoccupation” and “voice as 
autobiography” (p. 185). These preliminary frameworks remain limitations if they 
direct the research as propositions to be proved or disproved. However, the portraitist 
“fully expects (and welcomes) the adaptation of both her intellectual agenda and her 
methods to fit the context and the people she is studying” (Lawrence-Lightfoot, 1997, p. 
186). 
The limitation of possibly seeing only what I want to see - as a self identified 
practicing postmodern multicultural art teacher - was balanced by asking several art 
teachers who were not participants in the research sites to help code the data. To cross- 
validate the data, I invited these art teachers to form a focus group with the purpose of 
reading transcripts to code themes and compare the emergence of themes. By including 
the insights of the art teacher focus group in the data coding and analysis, I 
problematized positioning myself as a single “expert” scrutinizing “subjects”. The art 
teacher focus group provided multiple perspectives from which to view the data and 
helped to guard against my subjectivity in the work. 
My role as a researcher in each site is also limited by having an established 
professional relationship with most of the participating teachers. This is partially due to 
my criteria to invite teachers who I knew named their practice as “multicultural 
education.” This does not mean I named their practice. Either they had told me during 
professional meetings, or other teachers or administrators have named their work as 
multicultural. My previous professional affiliation is more familiar with some than 
others. Two of the teachers I have worked with closely, one as a mentor in a summer 
31 
arts camp and the other as a cooperating classroom teacher during an internship. While 
this relationship has obvious implications for my presence in their classroom and my 
perspective on their work, it also provided welcome access to research sites. 
My role in these sites slipped in and out of observer, privileged observer and 
participant-observer, given the participants and my familiarity. At one site, I am 
familiar with all of the students, and my presence there was perceived less as an 
observing researcher and more of an old friend coming to visit. When I entered the 
room, I received smiles, enthusiastic waves and even a few hugs from the students. 
While this relationship poses a limitation in that I need to consider the possibility that 
the participants might just want to please me as a former teacher or acquaintance, it also 
provided advantages in the research by breaking down barriers to interviews. Students 
in that site were eager to talk with me and share their insights about their art education. 
Two of the teachers have respectful and friendly professional relationships with me, but 
I was much less familiar with their work before the study. The depth of my previous 
relationship with each teacher speaks directly to issues of subjectivity and objectivity 
which have been addressed by multicultural researchers (Banks, 1998), feminist 
researchers (Lather, 1991) and postmodern researchers. I am sure these relationships 
will influence not only the teacher participants but also the student participants, as well 
as the discourses within the classroom community. 
To guard against the limitation of the number of sites, I deliberately developed 
in-depth collages of those sites, rather than doing less detailed work on a larger number 
of sites. The depth of each collage creates a case for using limited examples. 
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I also triangulated data using three strategies for comparative analysis: cross-site 
analysis, focus group discussion and evaluating themes with current literature. The 
cross-site analysis checked across various sites to question the emergence or omission 
of themes within specific collages. This cross-site analysis helps to uncover common 
themes as well as idiosyncratic circumstances within the teachers’ and students’ daily 
realities. The focus group, comprised of art teachers who were not participants in the 
study, helped to name codes and affirm the themes I found in the cross-site analysis. By 
checking the emergent themes with the current literature, I could see where the analysis 
from the study agreed or disagreed with existing scholarship. I checked my 
interpretations with the teacher participants and some student participants to validate 
my analysis, and to fully develop their voice in the final collage. 
Summary 
The project of this dissertation is to examine current multicultural art teacher 
practices and their students’ perspectives, and make implications for art teacher 
preparation in the postmodern era. The study addresses four interrelated problems in art 
education: disagreements in higher education about future directions, the theory- 
practice gap, the postmodern framework on knowledge and learning and the absence of 
teacher and student voice, especially from marginalized communities. This dissertation 
listens, writes, voices, and shifts to consider the possibilities of praxis: the self-creative 
activity through which we make the world (Freire, 2000, Lather, 1991). The Arts-Based 
Educational Research is presented in a series of “collages” in a postmodern 
examination of teachers’ roles and student participation to reinscribe (Derrida, 1994) the 
theory-practice gap and the direction of higher education programs. My perspectives as 
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artist, art teacher, teacher educator and researcher bring critical lenses to the study and 
strength to the intersections of the disciplines. The multiple threads of this weaving that 
converge in the palms of my hands are sorted out by unraveling some threads, 
reweaving old ones and introducing new threads to braid into the discourse of how 
multicultural art teacher preparation programs may be reshaped in the future. In what 
follows I present an overview of the rest of the dissertation in Chapters 2-8. 
Chapter Overviews 
Chapter 2: FROM MODERNIST FORMALISM TO POSTMODERN 
QUESTIONING: A LITERATURE REVIEW. A discussion of teacher preparation for 
the postmodern era will require an understanding of the evolution of postmodernism 
and its influence on art worlds, art teaching, art students and art education programs. 
Chapter 2 will review literature that places my study in the postmodern condition with 
the theoretical underpinnings from the field of multicultural education. Metanarratives 
of modernism and the little narratives of postmodernism will be examined through the 
art historical contexts of art education and the tensions that evolved. An overview of the 
multiple tensions includes: art communities and artistic identities, boundaries between 
folk art and fine art, and technology’s influence on art media. The influence of 
Discipline Based Art Education (DBAE) as a movement in art education to address 
these tensions is also discussed. 
Chapter 3. INTERSECTIONS IN THE WEB: MULTICULTURAL 
EdB2ATIOxt CULTURE ART EDUCATION. 
Following the overview of modernism and postmodernism in Chapter 2, Chapter 3 
reviews and questions critiques of multicultural education in the fields of art education 
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and general education. Reconceptualizing multicultural education is discussed in 
theories of critical and revolutionary multicultural education that emphasize its 
sociopolitical context in urban, postmodern classrooms. Literature that critiques 
postmodernism from various perspectives is also reviewed. A common thread is noted 
in the scholarship by art educators that forwards the thesis of visual culture education: 
Multicultural education with a postmodern perspective is consistently advanced. A brief 
history of visual culture studies as a field has grown reveals that it attempts to address 
frameworks on knowledge and learning that the postmodern student brings to the 
multicultural classroom. 
Chapter 4: A COLLAGE OF VOICES AND METHODS. With the frameworks 
built by Chapter 2 and 3 in postmodernism, multicultural education and visual culture 
art education, Chapter 4 will present a rationale for my choice of methodologies. I 
explain how the influences of multicultural and postmodern perspectives guided each 
choice with an emphasis on the authenticity of participants’ voices and a reflexive view 
of my role as a researcher. The overall design of the study is explained, highlighting the 
intentions of Arts-based educational research with an a/r/tographer’s perspective to 
develop what I am calling collages. Strategies for coding and categorizing data are 
explained with three comparative strategies of analysis. 
Chapter 5: SKETCHES OF SETTINGS. The settings for the study will be 
presented in Chapter 5 in what I am calling sketches. The teachers’ voices are woven 
throughout my descriptions of the settings to spotlight the perspectives of the 
participants. The four teachers in this study work in four very different schools, yet they 
share certain struggles and attributes. The sketches highlight the teachers’ concerns 
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about the achievement of their students from marginalized communities and the role art 
may play in student resistance to hegemony and in student engagement for academic 
achievement. Every teacher indexed race, ethnicity, language and poverty and the 
relevance of teacher expectations and student expression within those indexes. Specific 
information about demographics help set the context within the sketches. 
Chapter 6. MIXED MEDIA COLLAGES: STUDENT VOICES. In Chapter 6,1 
explain the concept of collage as an analytical tool compared with an art making 
strategy. I describe the procedure of each textual-analysis through collaging several 
components in a mixed media presentation: 
1. the title of the motif, 
2. some introductory descriptive analysis, 
3. subtitles drawn from the coding process 
4. several paragraphs of participants’ voices within each subtitle and 
5. brief summative comments . 
Chapter 6 presents four collages of student voices. Each collage depicts a motif that was 
derived from the three comparative analytical strategies of the research design. Four 
motifs were developed from student voices: 
Collage 1) Teacher solidarity with and empathy for students: “Be patient and funny and 
adjust to my environment” 
Collage 2) Curriculum and representation: “Ask me who I am” 
Collage 3) Desire to be held to high expectations: “Push me, push me hard” 
Collage 4) Expression and Visual Culture: “Dead artists and alive artists. Both” 
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The collages of student voices in Chapter 6 are separated from the collages from teacher 
voices in Chapter 7 to emphasize their participation in distinct discourse communities. 
Chapter 7. MIXED MEDIA COLLAGES: TEACHER VOICES. In this Chapter 
I exhibit art teachers’ voices as constructing a discrete discourse from the student voices 
in Chapter 6, with the exception of the motif of visual culture which overlaps and 
echoes one another in Collages 4 and 9. The teacher voices were collaged and analyzed 
through 5 motifs: 
Collage 5) Terminologyisms: porno and multiculti, 
Collage 6) Unprepared by teacher education for life in multicultural classrooms. 
Collage 7) Self directed journey to praxis, 
Collage 8) Role of art teacher as subversive, 
Collage 9) Visual culture and the curriculum. 
The intersection of visual culture in both student and teacher voice led me to include a 
sketch from one classroom that animates the saliency of all 9 collages through the 
enactment of visual culture art education. The chapter concludes with a comparative 
analysis of current theory including Gude’s (2004) postmodern principles for art 
making, Nieto’s (2004) definition of multicultural education and Duncum’s (2002) 
clarification of Visual Culture Art Education. 
Chapter 8. Findings, Implications and Recommendations for Communities of 
Art Education. This final chapter of the dissertation draws from the analysis in Chapters 
6 and 7 to portray the findings, implications and recommendations of the study. The 
purpose of the study, statement of the problem, the framework, and methodology are 
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briefly revisited to ground the findings and implications firmly in the research project. 
Then the findings are presented in the metaphor of four artist’s palettes. Implications 
that respond to the research questions are presented from those findings. I also develop 
recommendations for further research based on the implications. The conclusion 
addresses possibilities for art teacher preparation. 
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CHAPTER 2 
FROM MODERNIST FORMALISM TO POSTMODERN QUESTIONING: 
A LITERATURE REVIEW 
When art educators recognize that artworks do not stand above or apart 
from culture, but are in fact embedded in a cultural web; when we 
recognize that reality is socially constructed, rather than positively given; 
when we recognize that signs and meanings are arbitrarily and 
collectively assigned; and when we recognize that the definition, 
meaning and value of art are as different as the differing cultures in 
which they exist; then multicultural, content-based art education 
becomes the model for the postmodern age. (Anderson, 1997, p. 72-3) 
Teacher: “So Nico, your family is from Guatemala - a lot of beautiful artwork is made 
there. ” 
Nico: “Well it's not made to be artwork; we just wear it. ” (Bode, field notes 
11/18/2003) 
A teacher who prides herself in multicultural education for the postmodern 
classroom made that comment to Nico. That teacher is me. For years, I have studied 
multicultural education in graduate school. I have published articles on the topic and I 
consistently analyze my classroom curriculum for multicultural content. I examine my 
pedagogy for critical approaches and my methods for postmodern questioning. In my 
art classroom, in the midst of yet another weaving lesson, Nico made it clear to me that 
my frames of reference are, at times, still bound up in the modernist discourse in which 
I was trained and taught as an artist and as an educator. 
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The Purpose of the Review of the Literature 
In this review of the literature, first I will discuss postmodernism and its 
implications for the realm of art education given the tight grip that modernism continues 
to hold in current art pedagogy from kindergarten through higher education (Smith, 
1996). Since art education is intertwined with the evolution of and teaching of art 
history, the realm of art history will also be discussed in relation to postmodernism 
while examining the tensions between a formalist approach and a contextualized 
approach to art history (Bryson, Holly & Moxey 1994; Duncan, 1993; Graham, 2002; 
Kindler, 1999; Marche, 2000). I will describe the events of the past and present in art 
education and art history in a genealogical framework (Foucault, 1970) because today’s 
art educators are faced with various discourses which have sociopolitical roots. This 
genealogical framework will point to Chapter 3, where I will explain why 
multiculturalism in art is a postmodern issue (Adejumo, 2003; Cahan & Kocur, 1996; 
Chalmers, 2002; Clark, 1996; Efland et al., 1996; Fehr, 1997; Freedman & Stuhr, 2004; 
Hutchens, 1997; McFee, 1998) at the heart of teacher preparation in art education 
reform today (Banks 2004a; Irvine, 2003; Nieto, 2003, 2004; Sleeter & Grant, 2003). 
A comparison of meta-narratives and little narratives (Lyotard, 1979) will shape 
my view of the art historical developments that allow for the current condition of 
postmodern thought and teaching in diverse U.S. schools. This literature will support 
my effort to describe teacher preparation in art education that focuses more deliberately 
on multicultural issues within a postmodern framework. Such a deliberate focus 
requires a reconceptualized view of multicultural education to be practiced in a social 
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justice model (Banks, 2004a; Freire, 2000; May, 1999; Nieto, 2004; Sleeter & 
Montecinos, (1999) with an active awareness of the influence of postmodernism on 
teachers’ and students’ lives. 
There are numerous participants in this discourse of modernism and 
postmodernism in art education. Many players in the larger art world, outside the 
classroom walls, influence the curriculum content and teaching strategies in K-12 
schools. Artists respond to current events, historical trends, technological 
breakthroughs, individual expression and community consciousness. Art critics interact 
with gallery and museum exhibits to influence public opinion and the commerce of art 
patrons and dealers, which ultimately sways power within school art curricula regarding 
art history. Art historians affect decisions about what and who will be studied and from 
whose gaze they will be positioned. In the postmodern era, the power that each of these 
groups wields is shifting to the viewer of art, and the student and teacher of art: 
Power is shifting from artists to other players in the arts community: historians 
who define the past; critics who establish the present; and teachers, whose role 
as gatekeepers is now being recognized. It is teachers who sift through the 
offerings of the art world and determine what students will view. The issue may 
now be less how this triumvirate can serve artists than how artists serve it. 
Postmodern arts educators are assuming a mantle of power never worn by their 
modem counterparts (Fehr, 1997 p.30). 
Metanarratives of Modernism and Little Narratives of Postmodernism in Art Education 
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In art education, postmodern assumptions of power are confronting the 
modernist methodology and language which have been espoused by many scholars in 
the field throughout the past century and a half. The tugs between modem and 
postmodern perspectives are described by Lyotard (1979) as a pull between 
metanarratives and little narratives, respectively. Jean-Fran^ois Lyotard (1979) wrote, 
“Simplifying to the extreme, I define postmodernism as incredulity toward 
metanarratives” (p. xxiv). Metanarratives have come to be understood as ways of 
thinking that unite knowledge and experience and seek to provide a definitive, universal 
truth or as stories employed to legitimate the mechanisms of social control. Burbules 
(1995) considers Lyotard’s definition of postmodernism in this way: 
But the key term in this phrase (in translation, at least) is “incredulity” — a 
fascinating and unexpected word. Incredulity is not denial or rejection or 
refutation; it is an inability to believe. In this difference I think we see what is 
most distinctive and penetrating in the postmodern insight.an ambivalent 
relation to modernism, not a “refutation” of it.... “doubt,” “displacement,” 
“instability,” and “uncertainty.” This shift introduces a different notion of 
“critique.”... (p. 5) 
In art education, those metanarratives to which Lyotard and Burbules refer are 
the metanarratives of the modernist paradigm that many art historians and art educators 
have relied upon for the past 150 to 200 years. In turn, these metanarratives have 
influenced teacher preparation for many decades. 
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Art history and teacher education were directly influenced by the modernist 
metanarratives of philosophy and social theory which sprang from the European 
Enlightenment period of the 18th century, approximately 1687-1789 (Congdon, 1996; 
Graham, 2002; Marche, 2000). Most scholars point to Immanuel Kant’s 1784 essay 
“What is Enlightenment?” as a pivotal time of the shift in social consciousness from 
obeying church and state to imagining a better world through independent thought and 
action. Descartes (1596- 1650), Kant (1724-1804) and Hegel (1770-1831) postulated 
that reason could establish a foundation of universal truths and beauty, which came to 
be known as aesthetics (Barrett, 1997; Staniszewski, 1995). During this time, notions of 
ideal social orders and utopias created by the perception of the salvation of science 
dominated social and philosophical thought. Loss of faith in religion and a lack of 
obedience to authoritarian powers emerged as the discourse of the Enlightenment era, 
especially in France and Britain. This thinking influenced a great deal of social thought 
in the Americas as well, not the least of which was the ideology and language of the 
Declaration of Independence and the United States Constitution (Racevskis, 1993; 
Roberts, 1990). The way this ideology translated into American institutions such as the 
justice system, land ownership and public education set the stage for some of America’s 
most enduring social and political problems. From the postmodern viewpoint, it has 
becomes obvious that such ideals of individual freedom and pursuit of happiness were 
meant for white male landowners (Staniszewski, 1995). 
In summary, the modernist narrative espouses that science and technology create 
progress, progress is good, the individual is autonomous from society and individual 
freedom is worthy of pursuit (if that individual is male and a member of the empowered 
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race and class). Despite these limitations, the advancements gained through modernist 
thought should not be diminished. Intellectual work made dramatic strides away from 
religious based ideals toward academically rooted discourses. Artists evolved from 
creating strictly naturalistic and realistic imagery by opening the realm of abstraction 
and conceptually-based expression. This modernist framework continues to hold 
powerful influence in many aspects of life, including art education departments 
throughout the United States. While the notion of modem thought is understood by 
scholars of philosophy, social theory, science and others as Western humanist ideals 
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held since the Enlightenment of the 17 and 18 centuries, the term modernism is 
frequently used by art historians to name a more narrow period of art history from 
approximately 1860 -1970 (Barrett, 1997; Cary, 1998; Clark, 1996; Congdon, 1996; 
Danto, 1992; Duncum, 2001; Efland et al., 1996; Gablik, 1985, 1991; Jencks, 2002; 
Levin, 1988; Linker, 1985; Silverman, 1990; Witcombe, 2004). For the purposes of this 
dissertation it is important to simultaneously consider the influence of modernism as an 
art movement and historical artistic era as well as a social and philosophical mindset in 
education, sociology and political movements. Some of the modernist patterns 
established in the art world and in the realm of art education and art teacher preparation 
still hold fast today. 
Art Historical Contexts 
Postmodernism is not a style succeeding the dissolution of Modernism, but 
rather a cultural condition resulting from the erosion of Modem ideals; it marks 
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a historical moment, one of fairly slow germination, characterized by a shift in 
assumptions inherited from the Enlightenment (Linker, 1985 p. 104). 
In the arena of art, the social conditions of the Enlightenment era set the stage 
for modern art to emerge after the mid 1800’s. Prior to this, pre-modern art making in 
European art was centered in mimetic qualities epitomized by the Italian Renaissance 
painters and sculptors of the 1500’s. 
In the pre-modem art world, Western aesthetic values were based on the 
architecture, painting and sculpture of Greece and Rome. Art sought to mimic the 
values of those eras which modeled imagery after the natural world. A language of 
“universal” beauty was expounded by philosophers and church leaders. The mimetic 
qualities of art were synonymous with serving religious duties. To make an image look 
like nature was to emulate the work of God. 
Formal art education in Europe employed teaching methods based on copying 
from artists or copying from nature as in life drawing. The metanarrative of the gifted 
renaissance artist was constructed by Giorgio Vasari’s book The Lives of the Artists in 
1572 (Vasari, 1998) which still influences the art historical discourse of today. Much of 
the language of instruction in art education has its roots in notions of classical art from 
this era (Racevskis, 1993; Roberts, 1990). 
While the metanarrative of religion and monarchy directed pre-modem art 
making, the metanarrative of science directed modernism. In France in the 1860’s 
Manet and Courbet foreshadowed the impressionists with their explorations of new 
painterly styles and subject matter. The Impressionists followed by exploiting new 
technologies in paint production and rebelled against their classical past. 
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While this experimental era was penetrating the European art world, art 
education in US schools was designed to support the Industrial Revolution. Drawing 
courses for boys promoted geometric drawing as a science rather than picture making. 
In 1870, Massachusetts was the first state to pass a law making drawing a required 
subject focusing on skills and techniques to train designers, especially in the 
Massachusetts textile industry, to compete with Europe. The objective was to develop a 
working class capable of designing for an important industry (P. Smith, 1995; P. Smith, 
1996). 
The focus on science and technology ushered in the 20th century era of modem 
art and heavily influenced art education in U.S. public schools throughout the century. 
The “parade of visual styles” (Clark, 1996) which comprised the modem art era 
(Impressionism, Post-impressionism, Cubism, Abstract Expressionism, Minimalism, 
Dadaism, Surrealism,) sought to reject traditions and practices of previous eras, break 
new ground in the visual image, and bring in the shocking new. 
While some of these movements were political in nature, and some artists 
pursued specific political statements -especially the Dadaists and the work of Duchamp- 
the dominant discourse of formalism in the art world served to neutralize most of the 
discourse. The discourse of modern formalism reinterpreted art to create safe, 
marketable objects that could be analyzed by common elements such as color, line, 
shape, texture, value and principles: balance, contrast and rhythm (Gude, 2004). The 
notion that these qualities were common to all “high art” created the “universal 
framework” from which all art would be valued was perpetuated by art critics, galleries, 
museums and schools of art in higher education (Bourdieu, 1984, 1999; Danto, 2003). 
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In addition to neutralizing subject matter, the language of formalism also served the 
creation of the elite by maintaining barriers between the art world and general public. 
Representational subject matter was disdained by the formalist tradition as soiling the 
purity of form, and political content was ridiculed as a distraction to aesthetic elements. 
In the Foucaultian sense (1970), this elitist discursive reality limited the art world and 
its participants by implicitly and explicitly marginalizing those who could be art 
makers, and hence that which could be studied as art. 
From the postmodern view, the language and viewpoints of formalism are 
wrought with problematic representation and power-knowledge struggles (Foucault, 
1981). This power-knowledge struggle was a descendent from the Enlightenment era 
which set the stage for selecting who could participate in art making and art discourse. 
Chalmers (1992) indicts texts of the Enlightenment and early modem era with the 
origins of racism in art education. He cites Zerffi (1876) from the National Art Training 
School in London, a prominent teacher of art teachers who produced the most 
influential text for training nineteenth century British teachers of art history (Chalmers, 
1992). The racist text is explicit about who may participate in art making and who 
should be excluded: 
(The) Negro's reasoning faculty is limited and his imagination slow. He cannot 
create beauty, for he is indifferent to any ideal conception. He possesses only 
75-83 Vi cubic inches of brain, (pp. 23-24) 
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(To the white man) we owe art in its highest sense...He surpasses the 
other... groups of humanity, not only in technical skill, but especially in 
inventive reasoning and power, critical discernment and purity of artistic taste. 
The white man alone, has produced idealised master pieces in sculpture and 
painting, (p. 26) 
This overtly racist practice and oppressive language fed the education of preservice art 
teachers in Europe and the United State for decades. It also manifested itself in the so- 
called “Primitivism” movement early in the century, inspired by museum collections of 
visual objects created by small scale societies such as Navajo weavings or Non Western 
objects such as masks from the Ivory Coast. These collections were routinely regarded 
as anthropological objects. Such colonial attitudes perpetuated the discourse about who 
gets to be an artist and what is named as art. Concurrent with “primitivism,” the 
“discovery” of children’s art, promoted by Franz Cizek (1927) also heavily influenced 
this era. The objects from non-industrialized societies and children’s art were lumped 
together in the aesthetic of “primitivism” in discourse about both Paul Klee’s and Pablo 
Picasso’s work (Chalmers, 1996; Efland et al., 1996). 
Not only did the discourse of “Primitivism” serve to compare art makers from 
non industrialized societies to children, but it reinforced the Eurocentric Enlightenment 
model of thought about the art world, creating a dichotomy of achievement between 
what was essentially a white male American art world and the art worlds of the 
“others.” This movement had a lasting impact on schools’ attempts at multicultural 
education which are perpetuated today in activities such as a Navajo Woven blanket 
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being “analyzed” with the same language about line, shape and balance as a Josef 
Albers painting. While the inclusion of a Navajo weaving (or any other art object from 
marginalized groups) marks a significant departure from the overtly racist discourse 
from the Zerffi (1876) text, it is wrought with problems when framed within a 
Eurocentric, modernist discourse which neglects the cultural context of the art maker. 
The problem lies in what is left out - what Lyotard (1979) calls the mini-narrative or 
little narrative - or the sociocultural context of the woven blanket. 
About Multicultural Practice in Art Education 
The comparison of the Navajo blanket to the Albers painting points to the 
messy, unclear goals of multicultural education within art education and the legacy of 
formalistic modernism. The language of modernism and formalism removed the art 
maker from the viewer’s, the critic’s, the patron’s, the consumer’s interaction with the 
work of art. However, multicultural art education with a postmodernism perspective 
(Adejumo, 2003; Anderson, 1997; Armstrong, 1990; Ballengee-Morris & Stuhr, 2001; 
Barrett, 1997; Cary, 1998; Chalmers, 1996; Clark, 1996; Duncum, 2001; Efland et al., 
1996; Erickson & Young, 2002; Fehr, 1997; Freedman, 2003a, 2003b; Garber, 1997; 
Graham, 2002; Gude, 2004; Hutchens & Suggs, 1997; jagodzinski, 1997a; McFee, 
1998; Neperud, 1995; Petrovich-Mwaniki, 1997; Stuhr, 1995, 2003; Stuhr et ah, 1992; 
Tavin, 2000b; Ulbricht, 2003; Young, 1990) looks at both the Navajo blanket and the 
Joseph Albers painting and asks many questions, such as: for whom was this object 
created? In what context was it created? To whom was the maker speaking when she or 
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he designed the pattern? Does the pattern refer to another object, language or design? 
What power structures place these objects in the realm of art?. 
Such questions and the ensuing discussion and art making activities (which can 
be adapted for any classroom from K-12) may reveal a richer understanding of Navajo 
histories of tradition, of contemporary Native American work and of the modernist art 
world in which Albers painted. As Gude articulates “The well meaning teacher who 
uses art from diverse cultures” to illustrate modem concepts “sincerely attempts to 
infuse multiculturalism into a mono-cultural curriculum structure” (Gude, 2004). By 
maintaining a modernist framework on the art from marginalized communities, art 
teachers inadvertently maintain the marginalization as well. The postmodern 
perspective rejects the notion of art being created on neutral ground. Rather it 
foregrounds the sociopolitical context as woven into the art making process. Art 
emerges in the postmodern perspective as an expression of individual identity and 
simultaneously a statement about collective cultural context. 
Unfortunately for the history of art, in the process of neutralizing progressive 
modernism, art history also had to neutralize all other art from earlier periods 
and from elsewhere in the world. The same reductionist, schematic approach 
was employed across the board creating a history of art largely devoid of any 
real meaning original to the artwork. It was generally agreed that aesthetic 
quality would have priority in deciding the function of art instead of its social or 
political relevance. It was also agreed that painting and sculpture should remain 
central to the concept of high art and the "Fine Arts." (Witcombe, 2004) 
The challenge is for art education programs to prepare teachers with 
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questions and perspectives that assist in viewing and creating works of art that ask about 
power, ownership, identity, privilege as well as form, function and technique. Currently, 
many programs that address multicultural education continue to do so within the 
modernist paradigm. 
An example of how the neutralizing mindset of modernism eventually translated 
into the K-12 art classroom is in a distillation of language that named “the elements and 
principles of art” into seven neatly arranged categories which are still quite prevalent 
today. Gude points out that aestheticians and art critics of the modem era (de 
Sausmarez, 1971; Dow, 1997; Itten, 1975) used various labels and no consistent 
language to describe principles and elements. Yet textbook publishers have “enshrined” 
the “7 +7” elements and principles in most K-12 art education textbooks (Gude, 2004). 
The elements of art and design have come to be listed as: color, value, shape, texture, 
form, line, space and the principles of art and design as: emphasis, contrast, balance, 
movement, pattern, rhythm, unity. A great deal gets lost in translation when art world 
discourse is transferred to school classrooms, mandated standards and scripted 
curricula. Gude refers to the standardization of “principles and elements of art” used to 
describe objects from underrepresented and marginalized groups, in school art rooms: 
This ungrounded and highly problematic use of “others” is almost inevitable in 
classrooms that use 7 + 7 concepts as foundational curriculum structure because 
the modernist philosophy of elements and principles privileges formalist 
Western conceptions over other ways to value and understand art. (p. 7) 
However, one can see why formalism was so enthusiastically embraced 
throughout the modem era in art education. Formalism offered schools a quasi-scientific 
51 
way of discussing and defending the position of the arts in the schools. The role of 
teachers was to bridge the cultural gap between the public and the vanguard and the 
embedded assumption was that the public would not understand avant-garde art but they 
would eventually catch up. From today’s postmodern viewpoint, we have a different 
view of modernism: 
Modernist art is now being reinterpreted in terms of its insistence on forms and 
laws rather than in terms of liberty and freedom. ... Like science. Modernist art 
has begun to seem dogmatic and brutal. (Levin, 1988) 
Psychology Enters the Web of Art Education 
As a scientific field which was bom of modernism, psychology entered the web 
of art education. As art movements shed their past in representational imagery while 
Freud’s psychology emerged, the art education in US schools sought to eliminate rules 
and free the child’s imagination and self expression. Piaget’s (1951) theories began to 
influence American education in the first half of the century, and still hold sway in 
many classrooms today. Nieto (1999) has pointed out that while Piaget’s theories 
revolutionized how educators viewed cognition and learning, these theories do not pay 
enough attention to the enormous impact of context: 
It is especially significant that teachers grasp the influence that social and 
political context may have on learning because this realization can alter how 
they perceive their students and, consequently, what and how they teach them. 
That is, if teachers believe that intelligence and learning are somehow divorced 
from context, then they can conclude that the political and economic realities ol 
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their students’ lives have nothing to do with how they learn or how successful 
they are in their learning (Nieto, 1999, p. 12). 
Nieto’s point about contextualization was not fully recognized by a 
contemporary of Piaget, Viktor Lowenfeld, who left an enduring mark on the art 
education world. He first published his highly influential work, Creative and Mental 
Growth in 1957 (Lowenfeld, 1957). This work was viewed as the “holy book” of art 
educators for decades. In my undergraduate work in the early 1980s, more than two 
decades after Lowenfeld’s death, this work was taught as the foundation for all 
understanding of PK-12 classroom art making and integrated into all preservice art 
education courses. Lowenfeld’s contributions are extraordinary, yet limited by his era 
and his social positioning. As a refugee from Vienna in 1939, he landed a position at 
Hampton Institute (now University) a traditionally Black college in Virginia. His 
antiracist work with African American students was unprecedented. He spearheaded 
national exhibits of hundreds of student art works which were, in the 1940s, met with 
skepticism, if not overt racism. Later, in his tenure at Pennsylvania Sate University, he 
heralded an art education program which graduated unprecedented numbers of African 
American scholars with masters and doctoral degrees in art education, at a time when 
many African Americans were struggling to achieve equality in K-12 as well as higher 
education (Smith, 1996). Despite his enormous contributions, Lowenfeld’s theories 
were limited by their strictly psychological frameworks of distinct phases of artistic 
development of children and his espoused “visual-haptic” binary propositions. His work 
in children’s artistic development made explicit attempts at addressing context, yet in 
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its translation in many art education programs, remains gripped by a psychological view 
that excludes a sociopolitical view of art students’ realities. 
In the Lowenfeld era, and for decades to follow, art was valued in schools for its 
originality and self expression. These are valuable qualities that I do not want to dismiss 
or undervalue, especially in this era of standardization and high stakes testing. But the 
narrative that was being perpetuated by the “self expression movement” was that of the 
lone genius artist in “his” studio, devoid of any distractions from community or political 
concerns, making art for art sake. This directly supported the creation and development 
of an artistic cultural elite. 
Multicultural Education and Postmodern Art 
It is no surprise that postmodernism emerged in the art world within the 1960’s 
-the same time period that multicultural education developed in the broader field of 
education. The civil rights movement, ethnic studies intiatives, the women’s movement 
and the Vietnam War made way for the questioning of authority, changing legislation 
and challenging previously held assumptions. In the art world, Andy Warhol (1928- 
1987) started making simulations of Brillo boxes and Campbell Soup cans to comment 
on consumerism, mass media, and the advertising industry while using technology and 
graphic arts to make his statements. Warhol’s work was labeled as “kitsch” and flew in 
the face of modern art critics such as Clement Greenberg who saw art’s role as a 
distinguishing feature to separate high culture from popular or low culture (Greenberg, 
1961). Many scholars mark this phase of Warhol’s work as a turning point in the art 
world into postmodern art (Clark, 1996; Danto, 1992, 1997; Gablik, 1991; Levin, 1988). 
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Warhol questioned the entire formalist discourse surrounding modern art and the 
fabrication of hierarchy dividing “high art” and popular culture. He sought to disarm the 
elitism which riddled the art world and kept art making and art viewing as a protected 
event strictly for the upper class. 
Simultaneously, in the broader field of education the results of the civil rights 
movement had a significant influence on educational institutions and ethnic groups. 
.. .first African Americans and then other groups - demanded that the schools 
and other educational institutions reform their curricula so that they would 
reflect their experiences, histories, cultures, perspectives. (Banks, 2004b., p.7) 
For all of education, this was a time of rethinking and experimentation, and 
certainly art education was shaken up. The first half century of modernism had brought 
new concepts to what content could be included as painting, sculpture and architecture. 
Now multicultural education brought the question of who could be included as artists 
and how the curriculum could change (Adejumo, 2003; Armstrong, 1990; Ballengee- 
Morris & Stuhr, 2001; Chalmers, 1996; Erickson & Young, 2002; Garber, 1997; 
McFee, 1998; Petrovich-Mwaniki, 1997; Young, 1990). Modernists had drawn careful 
lines between the arts and the rest of culture; they privileged high art over popular taste 
and craft. Often the work of non-Western groups was categorized within anthropology 
and thus excluded from arts education (Fehr, 1997). Multicultural education began to 
blur the boundaries of previously honored canons while postmodernism violated 
boundaries of who would be privileged as artists (Cahan & Kocur, 1996; Stuhr, 1995; 
Stuhr et al., 1992). Danto said art as it was historically understood came to an end 
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(Danto, 1992, 1997, 2003). Warhol’s work of the 1960s made significant waves in the 
modernist discourse by revisiting the Dadaist statements of the 1920s - early on it was 
dubbed “neo-dada” (Staniszewski, 1995) - and updating it with the technology and 
commentary of Pop art to bring in the postmodern era. 
Many artists of color who were contemporaries of Warhol were still not 
included in the new dialogue about who could be recognized as artists. For example, 
Romare Bearden’s (1911-1988), work from the same time period as Warhol’s Brillo 
Box, is arguably more postmodern than Warhol’s work. Bearden’s reflection of identity 
and community, use of collage, manipulation of technology, appropriation of images 
from the popular press and hybridity of inspiration from many sources including 
Bruegel’s compositions, Picasso’s cubism, Rivera’s murals and African imagery, 
demonstrate a consciousness that would be categorized as postmodern by scholars 
today. 
Bearden’s work evoked discussions of the gaze, power-knowledge, 
deconstruction and the porosity of culture as well as the manipulation of perspective by 
camera, film and Photostat reproduction. He said: “I have incorporated techniques of 
the camera eye and documentary film to personally involve the onlooker” (Gelburd, 
Golden, & Murray, 1997). Without diminishing the significance of his accomplishments 
and the unprecedented success he achieved in the mainstream art world, a recent article 
in the Smithsonian describing a current retrospective exhibit of Bearden’s work points 
out “Still he couldn’t quite escape the second-class status of a black artist” (Trachtman, 
2004). 
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Bearden’s status points out, like many segments of public and private life, that 
the ideals of the civil rights movement and changes in public policy have not caught up 
with the practices of the art world. The struggles of multicultural education in U.S. 
classrooms held much in common with artists’ struggles in the galleries and museums 
of American cities in the 1960s and 70s. While Warhol’s art questioned boundaries, the 
mainstream art world was still holding fast to institutional practices that either excluded 
people of color and women, or ghettoized them into separate artistic categories. 
Likewise, in the 1970s, twenty years after the US Supreme Court ordered the 
desegregation of public schools, families of color were still struggling for equal 
education. Now, several decades later, students of color in U.S. schools are faced with 
many of the same disparities. There is growing evidence that schools are more 
segregated today (Orfield, 2001). In the shifts from modernism to postmodernism, the 
tensions and contradictions that played out in U.S. classrooms left some teachers 
reforming inequalities in curriculum and practice, some teachers resisting change, 
administrators scrambling to comply with legislation, and art educators swimming in a 
sea of seemingly contradictory paradigms. 
The Web of Multi-faceted Tensions and Contradictions 
in Postmodern Art Education 
When knowledge is represented as a collage, or as an interconnecting 
web or lattice, inquiry is less likely to proceed in a hierarchical fashion 
based on traditional logic. (Efland, et al. p. 116) 
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The state of struggle and tension prevailed in many institutions in U.S. education 
after the 1960s and into the 1970s, including art education. Multiple tensions of power 
structures lie within the emergence of postmodern art, each of them multifaceted and 
layered with complexity. The tensions between formalism, populism and 
contextualization are not divided by clear lines. These multiple ways of defining art 
brought intersecting dynamics to many art communities. Today’s teachers are faced 
with this organic tension when developing curricula, selecting art activities, interacting 
with families, assessing student work and making a constellation of decisions for the 
postmodern classroom. Neperud (1995) emphasizes context as a driving force in the 
web of postmodern art teaching: 
From a postmodern perspective, context is that tangled web of relationships 
among the contents of life that are ever shifting and changing. It would seem 
that interpretations by individuals at various times and with different purposes 
always would be important in creating that shifting web of content. That means 
that in teaching about art there can be no one context that a teacher weaves for 
student understanding of art (p. 12). 
Tensions Within the Web of Art Communities and Artistic Identities 
The tensions between mainstream white male artists, artists of color and women 
artists became more evident as previously marginalized groups entered the mainstream 
art world, albeit an art world that had been defined by modernism and white male 
dominance. None of these groups of artists represents a monolith, however, because 
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none of these groups is sociologically static. Within each of these art groups, diverse 
artistic communities emerged that cannot be adequately categorized by the modernist 
binaries of black/white, male/female, urban/suburban, queer/straight (Clark, 1996). 
Feminist artists struggled with seeking success in a mainstream art world which 
had been defined by patriarchal ideals. Some women artists were content to work within 
the language of formalism, yet were expected to reject it for a more feminist, or 
alternative perspective (Lippard, 2000). Contemporary artists of color were faced with 
having their art work and identities relegated to “ethnic” galleries and shows. Tensions 
emerged on how to maintain reclamation of cultural roots without being ghettoized by 
the art world. Additional questions arose for artists of color who expressed more 
esoteric content in their work which did not address “identity issues”; they were 
frequently expected to remain in the one box that the art world made available to them. 
Feminist scholars and artists as well as literature emerging from Queer theory 
challenged the essentializion of race, culture and identity as static, rigid categories 
(Altman, 1996; de Lauretis, 1991; Desai, 2003; hooks, 2001). Questions surrounding 
the intersection of multiple identities and hybridity of cultural expression blended with 
artistic production. These very struggles appeared in uneven patches in K-12 art 
curriculum, which was still for the most part, applying modernist frameworks to 
classroom practice (McFee, 1998). 
i 
Tensions in the Web of Folk Art, Fine Art and Boundary Crossing 
The boundary crossing of anthropological objects into the realm of “art” which 
was a celebration of multicultural awareness and the inclusion of diverse artists in the 
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artistic discourse also brought tensions. Artists from marginalized groups who were 
engaged in the making of traditional and ceremonial work faced tourist trade 
consumption and exhibition of religious and traditional objects in galleries, museums 
and eventually on web sites (Lampela, 2001; Levin, 1988; Lippard, 2000; Marche, 
2000; Petrovich-Mwaniki, 1997). The modernist narrative of formalism which was 
applied to these works took consumers and collectors off the hook from understanding 
the context and paying due respect to some of this work. For example a religious effigy 
may be described as a “doll” which was sold at a high profit for the gallery owner and 
with no regard for the original intent of the object. Simultaneously, on another point of 
the tension of the postmodern web, many indigenous communities have benefited from 
the commerce which tourist craft trade has created. The capitalist nature of art 
commerce has provided many artists in developing communities with more resources to 
maintain their artistic traditions, as well as substantive support for the broader 
community. At the same time, these benefits bring up questions about the interaction of 
industrialized communities with others, as the content, traditions and production of art 
are often influenced by the tourist trade (Staniszewski, 1995). This tension between 
“fine art” and “folk art” as well as the influence of capitalism on the value of artworks, 
continues to raise questions for teachers about how best to represent to their students the 
works of art of diverse people and the communities who produce the art work. 
For example, molas created by Cuna Indians on the San Bias islands of Panama 
were documented by folk art researchers Parker and Neal (1977), in two categories: 
indigenous designs, which were rich in pattern and imagery from the natural 
surroundings or acculturated molas depicting an integration of the patterns and a wide 
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variety of industrial-influenced imagery which reached the islands in considerable 
numbers after World War II (Parker & Neal, 1977). “Here and there we found whiskey 
ads, Kool cigarette ads, portraits of John F. Kennedy, Tarzan, and U.S. Army insignia - 
all changed by the poetic eye of the Cuna women” (Parker & Neal, 1979). Yet, these 
“acculturated molas” were just another outgrowth of the industrialized world’s 
interaction with the Cuna people from a century earlier; molas came into being in the 
late 1870s as an extension of body painting which had been practiced since pre- 
Columbian times. Mola making was made possible with the cotton cloth, thread, needle 
and scissors bartered for coconuts from European sailing ships (Parker & Neal, 1979). 
Certainly since Parker and Neal’s (1977, 1979) publications of the 1970s, the art 
of mola making has continued to evolve, uncovering tensions and questions about who 
determines authenticity in mola making and who benefits from the border crossings of 
differently developing societies, economies, and art making traditions. If molas are 
studied in the K-12 classroom, then from the postmodern perspective, so must we study 
the various contextual influences on mola making. Some of these may include: 
colonialism, indigenous traditions, and the influence of European and American 
government in Panama policy, such as the building of the Panama Canal. This presents 
vast challenges to today’s art teachers. 
Tensions Within the Web of Techniques, Technologies and Expansion of Art 
Media 
In addition to considering artifacts, objects and images created by traditional 
societies and artists, consideration about what was accepted into the “great three” media 
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of expression of painting, sculpture and architecture, was erupted by new technologies 
such as video, manipulated digital photo, installation, projection and collage/montage 
combined with spoken word, performance and sometimes with painting, sculpture and 
architecture. Layered onto these are the tensions between what were once deemed 
anthropological objects such as masks, pottery, weavings, etc - especially from 
developing or colonized cultures. Tensions arose over terminology such as craft, folk 
art, fine art, popular art, low art and high art (Anderson, 1997; Barrett, 1997; Carpenter 
& Manifold, 2003; Cary, 1998; Chapman, 2003; Duncum, 2001; Efland, 1995; 
Freedman, 2003a; jagodzinski, 1997b; Keifer-Boyd, Amburgy, & Knight, 2003; 
Neperud, 1995; Tavin, 2003; Villeneuve, 2003). 
Postmodern practice in art education does not view these tensions and struggles 
as binaries, rather as opportunities to reconsider and reshape the policies and practices 
of art education. It has been noted that the K-12 classroom curriculum is frequently 
three or four decades late in responding to the events of artists in the art world (Pearse, 
1997; Wilson, 2003). These webs of postmodernism which are held together as much 
by their tension as they are by their intersecting supports are emerging in a new 
discourse in art education called visual culture which I will address in Chapter 3. Before 
the discourse of visual culture emerged, another framework for constructing curriculum 
dominated the art education world of the 1980’s: Discipline-Based Art Education. 
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Reacting to the web of Multi-faceted tension: Disciplined-Based Art Education 
(DBAE) 
A movement in art education emerged in the 1980’s in response to the worry 
and confusion created by the web of tension. The art establishment had a vested interest 
in how these eruptions in the art world would play out in the K-12 classroom, with 
modernists scrambling to maintain the power of “the canon” and multiculturalists 
questioning whether any canon was valid. Additionally, art education programs were 
scurrying to maintain a place in school curriculum, as the arts which had been 
marginalized for decades, were being overshadowed by “back to basics movement”. 
A private foundation of the J. Paul Getty Trust created The Getty Center for 
Education in Art in 1982 and published Beyond Creating: The Place for Art in 
America’s Schools (1985). This became the forerunner of the Getty Center’s approach 
to curriculum, Discipline-Based Art Education, into which millions of the foundation’s 
private dollars were invested to train art educators throughout the United States. In 
addition to Getty’s deep pockets, Boughton (2004) pointed out that the DBAE 
movement was also fueled by the political pressure of the 1980s and 1990s to 
demonstrate accountability in education. The DBAE movement advocated that “art 
content should be structured and assessed just like all other school subjects and that this 
content is derived from only the work of fine artists, historians, art critics and 
aestheticians” (Boughton, 2004, p. 266). 
Concurrent with the emergence of DBAE was the construction and promotion of 
National Art Standards. DBAE proponents espoused that it placed more academic 
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content into art education in an effort to secure its place in the national public school 
curriculum. This appeared to many art educators to be a worthy goal and The Getty 
Center’s commitment to visual art education and the extensive financial support were 
impressive. The primary misstep of DBAE, however was creating a curriculum 
framework that pins all pedagogy into four distinct “disciplines”: art history, art 
criticism, aesthetics and art production, the first three of which are totally Western in 
construction, and actually rooted in Plato (Plato, 2002; Wilson, 2003), and further 
reinforced by the modernist discourse. 
DBAE institutes took place throughout the country to train art teachers. These 
institutes were held in conventional art museums, ensuring that the modernist, formalist 
paradigm would be the dominating discourse. I attended one of these institutes for art 
teachers in the summer of 1991.1 admit that I entered the program as a skeptic, but I left 
it as an informed critic. Hundreds of art teachers sat in large museum rooms listening to 
lectures from scholars in art education. We were told how to teach and what to teach, 
with flexibility to include choice of content. When there was time for questions, I 
consistently prodded the scholars about multicultural content, and sociopolitical 
context. The replies were uniform: DBAE addressed multicultural education by 
including Asian ink drawings, and African masks and other non western art in the 
content (Day, 1992) purporting a shallow “additive approach” to multicultural 
education (Banks, 2002). The instructors frequently implied that I was missing the point 
of the program. Michael Day stated that the central goal of DBAE was the development 
of student’s abilities to understand and appreciate the visual arts, and that other goals 
(multiculturalism) must remain subordinate to this goal (Day, 1992). 
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Some supporters of DBAE say it connects with the world outside the classroom 
and with world arts - yet it continues to view them from Western disciplines. Efland 
stated that 
DBAE is not postmodern because it is rooted in these Western forms of 
understanding knowledge . Postmodernism requires a different understanding 
and blurring of their boundaries, - DBAE does not present knowledge as socially 
constructed - but as given as truth and the disciplines as concrete structures 
(Efland et al., 1996). 
DBAE failed to address multicultural education and in doing so it failed to address 
postmodernism - it remained stuck in modernist, Western perspectives. 
In 1992 amidst criticism from the art education community about the lack of 
multicultural content, Getty held a seminar called DBAE and Cultural Diversity. They 
brought multicultural scholars Christine Sleeter and Carl Grant as guest speakers to 
invoke a multicultural education discourse (Duke, 1992). Sleeter and Grant emphasized 
that many educators who are committed to the idea of multicultural education do not 
have a clear idea of its history, premises and conceptual bases (Grant & Sleeter, 1992). 
Cautioning against maintaining a Eurocentric framework, they outlined the history of 
multicultural education and five approaches to multicultural education which they first 
published in 1987 in Harvard Ed Review, and have since expanded and updated in a full 
book (Sleeter & Grant, 1987, 2002). Of the five approaches, Sleeter and Grant 
emphasized the multicultural and social reconstructionist approach which was later 
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embraced by many art educators. (See Chapter 1 of this dissertation, pp. 24-25 for a full 
explanation.) 
Despite the enormous financial investment and structural support for reform in 
art education that The Getty Center invested, there is no evidence that DBAE was ever 
fully or consistently embraced by the majority of art teachers or art education 
departments, but it left a lasting mark on the perspective of what comprises the 
discipline of art. With Getty funding drying up, and postmodernism moving in, DBAE 
has all but died out by this point in the art education discourse. As recently as seven 
years ago, Brent Wilson (1997), who was at the time, head of Pennsylvania State 
University’s department of Art Education wrote a summary of research implemented 
from 1988-1996 and implications supporting DBAE. However, six years later in an 
article in Studies in Art Education, Wilson (2003) appears to be much more influenced 
by postmodernism and revisits the tensions of trying to map an art education curriculum 
into a tree-like structure. He distances himself from DBAE’s structure and names art 
education content as “rhizomatic - more like the tangle of a patch of grass than the 
orderly stmcture of a tree” (p. 214). Wilson (2003) focuses on three strategies for 
dealing with “contemporary art and rhizomatic popular visual culture within art 
education curricula”. He advances the notion of 
moving pedagogy to a space situated between conventional artworld-based 
school curricular content and content from contemporary art and popular visual 
culture. This tactic is proposed as a means for teachers and students to 
collaboratively embrace dynamic changes and expansions of content in a site 
alongside traditional art education (p. 214). 
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DBAE lost intense attention at the start of the 1990’s and multiculturalism began to take 
center stage in art education (Smith, 1996). 
Summary 
Chapter 2 discussed postmodernism and the grip that modernism continues to 
hold in art education. Through the metanarratives of modernism and the little narratives 
of postmodernism I examined the art historical contexts of art education. A web of 
tension emerged simultaneously in the postmodern artworld and multicultural 
education. These multiple tensions included: art communities and artistic identities, 
boundaries between folk art and fine art, and technology’s influence on art media. 
Discipline Based Art Education (DBAE) was a movement in art education to address 
these tensions. DBAE lost funding, interest and academic sway as multicultural 
concerns grew in art education. 
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CHAPTER 3 
INTERSECTIONS IN THE WEB: 
MULTICULTURAL EDUCATION, POSTMODERNISM 
AND VISUAL CULTURE ART EDUCATION 
In Chapters 1 and 2,1 pointed out the urgency for art teachers to bring a 
postmodern perspective to their understanding of art, identity, culture and expression. 
The urgency multiplies in urban classroom where students are grappling with the 
fluidity of identity and the rapid perpetuation of oppressive school and societal policies. 
The boundaries that once divided ethnic and racial groups into Black, White, Latino and 
so forth are being challenged by the increasing numbers of youth who identity as 
multiracial. In addition to confronting essentialized notion of race and identity from a 
demographic perspective, many students interrogate the social construction of racial 
boundaries from a sociopolitical point of view. The many structures that reinforce 
privilege such as socioeconomics, neighborhood, political access and language are in 
the forefront of students’ concerns. Many urban students are combating poverty and 
staving off gang activity (as a desperate option to control a portion of their lives) by 
juggling underpaid working conditions with the demands of school. Educational and 
government policies that assert the primacy of English, demand high-stakes testing and 
implement irrelevant curriculum enclose many young people in a cycle of struggle 
against the system - a far cry from engagement in a partnership for success. Critical 
ethnographers of urban youth, Lois Weis and Michelle Fein (2000) point out that “much 
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of what youths learn, teach, believe in, long to know - and most fundamentally, how 
they form and reform identities - takes shape within spaces both within and outside of 
school” (p. xi). In the most neglected schools and for the most marginalized youth, the 
conflicts between school culture and youth culture increase exponentially in volume and 
severity. 
In Chapter 3,1 continue the presentation of theoretical frameworks through a 
review of the literature. Building on the scholarship on modernism and postmodernism 
in art education from Chapter 2,1 will review how multicultural education has been 
critiqued and problematized in the fields of art education and general education. The 
literature describing theories of critical and revolutionary multicultural education serve 
as a response to critiques and emphasize the sociopolitical context of multicultural 
education. Various perspectives, including critiques of postmodernism, are also 
presented. I advance an intersection of multicultural education with a postmodern 
perspective by reviewing the scholarship of several art educators on the thesis of visual 
culture education. Visual culture studies has grown in the past five years into a 
compelling proposal for addressing the frameworks on knowledge and learning that the 
postmodern student brings to the multicultural classroom. In this chapter, which is the 
second portion of a review of the literature, I focus on the intersections between 
postmodern theory and multicultural theory to help shape direction for the 
contemporary concerns of art education. 
Problematizing Multicultural Art Education 
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In recent years multicultural education has been critiqued by some scholars 
within the field of art education while being challenged to strengthen its theory from 
inside the community of multicultural education scholars. 
Gene Blocker (2004), in the Handbook of Research and Policy in Art Education, 
reviews recent literature regarding multicultural art education. However, while he 
espouses the value of students of all cultural backgrounds learning about art from 
diverse societies, his framework centers on assimilation into “American culture” (p. 
187). He argues that much of the multicultural literature leads from respecting diversity 
to rejecting “Western aesthetics. Western art or Western values” (p.197) and asserts that 
Western aesthetics “is adequate to deal with multicultural art” (p. 191). While the article 
briefly mentions the work of James Banks - mostly in terms of what multicultural 
education is not- Blocker’s review is limited by references that do not draw from the 
larger field of multicultural education. 
Similarly, Peter Smith (1996) supports multicultural education by arguing for all 
art educators to bring “serious and constructive concern for multiculturalism” (p. 17) in 
a review of how multicultural education is discussed in art education literature. He 
critiqued multicultural education as an aspect of modernism in art education (Smith, 
1996). Indeed, in Smith’s definition and understanding of multicultural education, it 
does remain limited by modernist paradigms of “a miscellaneous and utopian set of 
goals” (1996, p 216). Smith’s argument would be more convincing if he cited some 
theorists from the general field of education in the multicultural education scholarship, 
but by ignoring that body of literature, Smith limits his frame of reference to only one 
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art education article (Collins & Sandell, 1992). Unfortunately, he gives a limited 
reading of that article. 
The Collins and Sandell piece (1992) provides a critique of multicultural 
education practices in art education from that time period. Many of their critiques hold 
true today, and offer fair advice about the limits of pedagogy that rely on restricted 
understandings of culture and misconstrued objectives of what some may call 
multicultural education. Collins and Sandell (1992) offer an analysis of various 
responses to cultural pluralism as The Attack Response, The Escape Response, The 
Repair Response, and The Transformative Response (pp. 9-12). They conclude by 
arguing for a combination of what they call “the integrationist and separatist 
components” of cultural diversity. They emphasize “Without political activism 
supplied by integrationist and separatist orientations, pluralistic multiculturalism will 
degenerate into a politically ineffective if intellectually respectable, postmodern, a - 
political academic position” (Collins & Sandell, 1992, p.13). 
The points made in this critique and the insistence on taking a sociopolitical 
understanding of multicultural education have promise for the postmodern classroom. 
However, both Smith’s (1996) limited understanding of multicultural art education and 
the Collins & Sandell (1992) critique are constrained by an over-reliance on the use of a 
singular theory from Sleeter & Grant (1987) of multicultural education and a hesitance 
to venture outside the field of art education to further theorize multicultural art 
education (see Chapter 1, p.24). In a more recent article, Sleeter and Montecinos (1999) 
call for teacher education to be explicit about an understanding of multicultural 
education that is not limited to focusing on struggle and recognition of diversity. They 
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assert that “reworking existing power arrangements” (1999, p. 114) that link the 
struggle for recognition to a broader struggle for social justice will help to shift the 
conception of multicultural education away from an education reform framework to a 
social movement model. Following Sleeter, I argue that oversimplifications of 
multicultural education maintain a modernist view by sustaining the power structures of 
schooling without challenging fundamental power relations. Sleeter & Montecinos 
(1999) insist that “teachers who understand that education must be both multicultural 
and social reconstructionist must, by necessity, be politically literate” (p. 114). 
A strongly theorized multicultural education has been advanced by its 
proponents for decades. Many multicultural education scholars underscore the necessity 
of constructing multicultural education within its history which is rooted in the civil 
rights movement, to maintain its critical analysis of power (Banks 2004b; Darling- 
Hammond, 2004; Grant, Elsbree & Fondrie, 2004; Gay, 2004; Nieto, 2004; Sleeter & 
Bernal, 2004). Sleeter and Bernal (2004) note that as more and more people have taken 
up and used multicultural education, it has come to be understood in a wide variety of 
meanings. “Ironically, (given its historical roots), a good deal of what occurs within the 
arena of multicultural education today does not address the power relations critically, 
particularly racism” (p. 240). 
In the field of art education Clark (1996) also cautions against the modernist and 
Western foundations of multiculturalism and critiques curriculum which limits the 
appearance of marginalized artists to “stereotypical cameos”. But Clark reviews much 
more literature from multicultural education theory. Eventually, he offers various 
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constructs of multicultural education from several scholars, concluding with a section 
on “other voices” focusing on Black, Gay/Lesbian and Native issues in art education. 
Other definitions or qualities of multicultural education have been forwarded 
which both support the postmodern nature of the Sleeter and Grant (1987) social 
reconstructionist model and clarify what is meant by multicultural education in this 
postmodern era. One definition is offered by Nieto (2004). Like many of the 
postmodern frameworks that follow in this paper, Nieto’s definition for “multicultural 
education in a sociopolitical context” (p. 346) is a collection of characteristics which 
proposes elasticity to address the context of communities, and the process of education, 
rather than a fixed and static form. She focuses on seven basic characteristics of 
multicultural education as “antiracist, basic, important for all students, pervasive, 
education for social justice, a process and critical pedagogy” (p. 361). Banks (2004a) 
offers multicultural education as “a broad concept with several different and important 
dimensions” (p.20). He explains five specific dimensions: content integration, the 
knowledge construction process, prejudice reduction, an equity pedagogy, and 
empowering school culture and social structure. Content integration deals with the 
infusion of representing various cultures, ethnicities and other identities in the 
curriculum. The knowledge construction process involves students in critiquing the 
social positioning of groups through the ways that knowledge is presented, for example 
in scientific racism or the Eurocentric view of the “discovery” of America. Prejudice 
reduction describes lessons and activities that teachers implement to assert positive 
images of ethnic groups and to improve intergroup relations. Equity pedagogy concerns 
modifying teaching styles and approaches with the intent of facilitating academic 
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achievement for all students. Empowering school culture describes the examination of 
the school culture and organization by all members of school staff with the intent to 
restructure institutional practices to create access for all groups (Banks, 2004a, p.20). 
Nieto’s characteristics and Banks’s dimensions of multicultural education are echoed in 
much of the literature which defines postmodern practices in art education. 
Both Nieto’s and Banks explication of multicultural education deal with anti¬ 
racism and head-on indictments of policies and practices of schools and governments 
that maintain white privilege, power and unequal schooling conditions. Nieto’s 
emphasis on critical pedagogy draws from the work of Freire (2000) linking 
multicultural education with wider issues of power, including socio-economic and 
political equality, in what May (1999) calls “critical multiculturalism”. Yet, in many 
school settings, and in art classrooms in particular, such critical perspectives are ignored 
and multicultural education has come to mean little more than decorating for multiple 
winter holidays or adding a unit of study about a culture “other” than the mainstream. 
The political and transformative theories of multicultural education have, unfortunately, 
not always been translated into practice. 
McLaren and Torres (1999) argue “in general, discourses in the US that deal 
with multiculturalism deal very little with the concept of racism and focus instead on 
the politics and affirmation of difference” (p. 44). When multicultural education is 
framed in a modernist perspective of “race relations” it fails 
to reconceptualize the traditional social science paradigm that relies on the 
reifies category of race to interpret racialized social relations...the general 
conceptual framework ...remains buried in the conventional sociology of ‘race 
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relations’ language. Further the central dynamic of class relations is significantly 
absent. (McLaren and Torres, 1999 p. 45) 
Gloria Ladson-Billings (2004) also demands an examination of the intertwining 
of racialized identities and the political and economic history and current social order of 
the United States. She indexes a “new citizenship” being taken up by some people of 
color “who want to remake their world into a more just and equitable one” (p. 117). She 
sees the challenge for educators “to reveal and incite the power of democratic ideals for 
marginalized students in U.S. schools” (p. 122). 
McLaren & Torres (1999) call for a “revolutionary multiculturalism” and the 
need for a shift from “talking about ‘race’ to talking about racisms” to break out of the 
Black-White dichotomy that essentializes conceptions of race and ignores the 
multiplicity of differences (p. 72-3). They argue for an understanding of historically 
defined racialized relations, and the acknowledgement of the plurality of racisms at 
work, all of this embedded in the dynamics of late capitalism from the perspective of a 
global economy. What is required, according to McLaren and Torres, is a confrontation 
of the ravages of late capitalism, especially on the poor and the marginalized and its 
effects on economies of nation-states, directly linked with racism and colonialism. They 
emphasize capitalism as a world system that denominates racism, surmising that the 
multiculturalist struggle must be an anticapitalist struggle. This argument demands an 
acknowledgement of the tacit connections among the structures of wealth, nation-state 
economies and racisms. These links between racism, US policy and transnational 
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capitalism have been brought to life in the K-12 classroom in multicultural curriculum 
by Bigelow and Peterson (2002), among others. 
Clearly, the literature, theory and practice of the field of multicultural education 
have a great deal to offer. However, misconceptions and misapplications among art 
teachers and teacher educators have perpetuated resistance to change. The body of 
literature reviewed here calls for new and renewed understandings and practices while 
retheorizing multicultural education informed by a postmodern perspective. May 
(1999, p. 33) calls for “critical multicultural education,” McLaren and Torres (1999, p. 
72) speak of “revolutionary multicultural education” and Nieto (2004) urges an 
understanding of the “sociopolitical context of multicultural education” (p. 2). 
Most of the misconceptions of multicultural education stem from a modernist 
perspective of culture itself, and a resistance to complicate the context of multicultural 
societies (Desai, 2003). Working from a postmodern perspective may help forward 
practices in multicultural education called for by scholars who view the stratification of 
wealth and poverty, language differences, multi-racial identities and political power 
structures encompassed in multicultural education (Banks, 2004b; Ladson-Billings, 
2004; May, 1999; McLaren & Torres, 1999; Nieto, 2004; Sleeter & Montecinos; 1999). 
Such assertive and proactive understandings of multicultural education point to the need 
for equally assertive, proactive teacher training for the postmodern art classroom. 
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Framing Postmodern Multicultural Art Education 
Postmodernism is not without its critiques, even among scholars who name their 
work within the postmodern framework. McLaren and Sleeter (1995) have pointed 
out a difference between critical postmodernism and ludic postmodernism: 
Resistance or critical postmodernism grounds its project in the fact that 
significations are struggled over in arenas of power and privilege...contrasted to 
“ludic” postmodernists who simply assert the infinite play of signifiers in a 
culture in which value referents have no anchors outside their own rhetorical 
embeddedness (Ebert, 1991)....we are less concerned with the mutability of 
meaning and the slippery side of human agency than we are with linking 
meaning to the social contexts in which it is generated, (p.21) 
Other scholars have also noticed a broad continuum in postmodern positions. 
Rosenau (1992) proposed that postmodernists could be divided into two very broad 
camps, “Skeptics” and “Affirmatives”. She posited that skeptical postmodernists are 
extremely critical of the modem subject and they reject theory and no theory is 
considered more correct that any other. Affirmative postmodernists, Rosenau asserts, 
also reject theory by denying claims of truth. They do not, however, feel that theory 
needs to be abolished but merely transformed. Affirmatives are less rigid than skeptics 
(Rosenau, 1992). 
In what Rosenau describes as the skeptic model, postmodern discourses gets 
bogged down in critique and semantics and are less concerned with action. Giroux 
(1997) pointed out that some perspectives of postmodernism prefer the language of 
critique to the language of transformation and hope. The project of this dissertation is 
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specifically concerned with the language of hope and transformation. Since the voices 
of art teachers and diverse students are at the heart of this study, it is critical to take up a 
postmodern, non-essentialized view of culture that moves beyond over-simplified 
rhetoric of hybridity that may nod to updated language without challenging the practices 
that maintain power structures. Because of the range of interpretations of 
postmodernism, it is important to look for common themes that emerge in much of the 
scholarship. One common theme is the urgency to address multiculturalism in the 
postmodern era. 
May (1999) describes three key principles that critical multicultural education 
needs to incorporate to “develop a non-essentialist politics of difference” (p. 30). The 
first step, he posits, is to unmask the so called neutrality of the civic and public sphere. 
The case of this research project, the sphere of public schooling needs to be recognized 
as a distinct culturally and linguistically biased discourse space that has not traditionally 
been accessible to all children. The second step involves more than merely recognizing 
cultural differences, but instead to situate cultural differences within the “wider nexus 
of power relations” (May, 1999, p. 32). In this way, critical multicultural education 
“recognizes and incorporates the differing cultural knowledges that children bring with 
them to school while at the same time addresses and contests” hegemonic power 
relations (p. 32). The third of May’s keys to developing a non-essentialist critical 
multiculturalism is to “maintain a reflexive critique of specific cultural practices that 
avoids the vacuity of cultural relativism and allows for criticism (both internal and 
external to the group), transformation and change” (p. 33). For art teachers to be 
reflexive while working with depictions, expressions and artifacts of individual, 
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collective and cultural identities requires perpetual shifting choices of curriculum, 
language use, and understandings of oppressions and acts of resistance. 
How art teachers and art education teacher preparation can integrate these 
critiques and concepts of multicultural education and its intersections with 
postmodernism is illuminated by the literature reviewed in the following section. 
Intersections in the Web: Multiculturalism as a Quality of Postmodernism 
A close examination of the postmodern theories currently forwarded in art 
education reveal a deep connection to multicultural theories. However, many, if not 
most practices used by today’s art teachers, including many practices which some may 
call “multicultural” are grounded in modernist conceptions of art (Efland, Freedman, & 
Stuhr, 1996). These modernists conceptions create classroom activities using the seven 
elements and principles to analyze objects such as African masks and Navajo weavings, 
and tend to ignore contemporary art and new media. Modernist conceptions also 
frequently perpetuate a monolithic view of “one art world” which builds barriers around 
who and what get to be included in such a world. Alternatively, Erickson and Young 
(2002) argue for conceptualizing multiple “artworlds.” For art education programs to 
deliberately prepare teachers for the multicultural classrooms of this and the future era, 
addressing the shift to postmodernism requires a working knowledge of, and language 
use, postmodern discourse, as illustrated in Neperud’s (1995) work: 
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Postmodern art education questions accepted assumptions about the nature of 
art, children’s artistic development, and teaching practices. The social contexts 
of the creation and valuing of art have been raised as legitimate issues in art 
education theory and practice. Issues of race, class, gender, sexual orientation 
and multiculturalism are now being discussed as essential to postmodern art 
education discourse. Aesthetic autonomy, normative statements, and judgmental 
pronouncements are questioned. (Neperud, 1995, p.6) 
Several scholars have recently created frameworks within which to understand 
postmodernism in art and art education. All of these scholars include multiculturalism 
or multicultural education within their frameworks of postmodern art education. In what 
follows, I describe frameworks by Fehr (1997), Neperud (1995), Efland et al. (1996), 
Emery (2002), Gude (2004) and Clark (1996) to lay the groundwork for future 
possibilities in teacher preparation programs for the postmodern era. I summarize and 
paraphrase the frameworks by focusing on the implications for art teachers. 
Fehr’s Three Primary points of Postmodern Art 
Fehr (1997) has pointed out that “Modernist professors may resist the 
considerable amount of extra work demanded by postmodern studies”. (Fehr, 1997, p. 
27) If we are unraveling and expanding what was once known as the canon, it takes 
willingness and research to offer perspectives on new contemporary artists, previously 
marginalized art making communities and innovative views on what is defined as art. 
Therefore, Fehr (1997) posits, unless we change, “teacher training programs may 
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continue to produce teachers who view the world from one perspective, despite the 
increasing localization of global politics within the school” (p.27). 
To move toward change in art education policy, Fehr (1997) offers three 
primary points of postmodern art to be considered: “a willingness to embrace multiple, 
even contradictory meanings simultaneously, an acceptance of the tension of perpetual 
uncertainty and a definition of truth as specific to time and place.” (p. 28) These points, 
says Fehr, de-romanticize the notion of the artwork as a message from the “artist/god,” 
and free the art student to a wider array of artistic possibilities which draw upon various 
cultural traditions, expressions and situations. 
Postmodern arts teachers hold that everything is complicated, that borders are 
artificial, and that knowledge is best acquired through synthesis...Postmodern 
arts teachers provoke their students. They see their task as intermingling their 
knowledge with that of their students, so that all parties arrive together in a new 
place. (Fehr, 1997, p. 29) 
A similar notion has been described in the multicultural and urban education 
literature by Kris Gutierrez and her colleagues as a Bakhtinian (1981) “third space”: 
(Gutierrez, Baquedano-Lopez, Alvarez, & Chiu, 1999; Gutierrez, Larson, & Kreuter, 
1995; Gutierrez, Rymes, & Larson, 1995) “The third space in learning environments 
refers to a place where two scripts or two normative patterns of interaction intersect, 
creating the potential for authentic interaction and learning to occur” (p. 445, Gutierrez, 
Rymes, & Larson, 1995). Nieto (1999) also describes teachers and students intersecting 
their learning and knowledge in “critical pedagogy as an approach through which 
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students and teachers engage in learning as a mutual encounter with the world” (Nieto, 
1999, p. 103). Fehr’s view of postmodern art education is directly aligned with scholars 
from the multicultural education communities. Each of the following summaries of 
postmodern art education reveal a great deal of overlap that is consistent with the 
research in multicultural education calling for transformative practices that are critical 
and strive for social justice: (Banks, 2004b; Cochran-Smith, 2003; Freire, 2000; Giroux, 
2003; Grant, 1995; Grant & Sleeter, 1992; Irvine, 2003; Nieto, 1999, 2004; Shor & 
Freire, 1987; Sleeter, 2001; Sleeter & Grant, 2002; Tejeda, Espinoza, & Gutierrez, 
2002). Also, each of the following summaries about postmodern art education urges for 
fluidity and flexibility in interpreting these conceptual frameworks. None of these art 
educators call for a prescribed or rigid application of their ideas. They resist a specified 
“postmodern methodology.” 
Efland, Freedman and Stuhr’s Four Postmodern Curriculum Principles 
Efland et al. (1996) summarized four Postmodern Curriculum Principles and 
Their Implications (p. 112) based on four postmodern thinkers and their contributions to 
postmodern discourse. These four curriculum principles are especially useful when 
thinking about the evolution of K-12 art curriculum and how teacher preparation 
programs in higher education might prepare teachers for these curriculum principles. 
• The Little Narrative. (Lyotard, 1979) Structuring curriculum to deal with many 
little narratives will ensure that the curriculum reflect greater cultural diversity. 
The former “canon” becomes one of many narratives to be studied. 
• The Power-Knowledge Link. (Foucault, 1981) The relations between 
disciplined knowledge and systems of social control are revealed in the 
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curriculum. The democratization of the curriculum, by making it more 
representative, becomes an enduring objective. Popular culture, mass arts, and 
folk art are included in the curriculum. 
• Deconstruction. (Derrida, 1987) No points of view are privileged. Conflict of 
interpretation is the norm and a site of study. 
• Double-coding. (Jencks, 2002) This is the notion of building onto the modem 
style with another set of codes which integrates other meanings into that which 
was modem under one set of codes. Double-coding suggests a strategy for 
change and a way of building the curriculum from the modem era into the 
postmodern curriculum. 
These four curriculum principles serve as theoretical background for 
postmodern art pedagogy. Efland et al. (1996) go on to illustrate how these principles 
translate to practice by summarizing five “ideas and attributes concerning postmodern 
art” (p.38). These attributes emphasize teaching students to function within a matrix of 
questioning, exploring, and understanding while rejecting isolated viewpoints of 
representation (Efland et al., 1996). 
I have abbreviated the descriptions of these attributes, but I include all of them 
here, since they index the qualities of postmodernism that affect teachers’ approaches to 
art. 
• Art as a form of cultural production: The context within which art is made is an 
overarching understanding in the classroom. Art teachers question the separation 
of high culture or fine art from culture as a whole. The curriculum challenges 
elitism in high modernism through, for example, more figural representation. 
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• Temporal and spatial flux: Art teachers question the modern conception of 
progress as necessarily good. They also question Greenberg’s (1961) notion of 
abstraction as pure form noting its alienation from audiences. Art making 
borrows from past, recycles imagery, juxtaposing old with new for 
transformative images. 
• Democratization and a concern for otherness: Art teachers investigate power 
and knowledge. Multiculturalism, feminism and other movements which 
promote equity are deliberately integrated. Pluralistic expressions and pluralistic 
understandings are emphasized. Appropriation and layering of images illustrate 
experiences of hybridity. 
• Acceptance of conceptual conflict: Teachers focus on conceptual conflicts. Art 
making and postmodern art forms may be full of surprises rather than following 
modernist tenets of specific continuity of form. 
• Multiple readings: Teachers encourage many different interpretations of a work 
of art. Issues of representation become part of the classroom discourse. Different 
interpretations and expressions may result in what Jenks (2002) calls “double¬ 
coding”. (Efland et al., 1996) 
Neperud’s Nine Content Changes 
Neperud (1995) also summarized how the content of art education has changed. 
He provides nine “content changes” that he sees as a result of the postmodern critique. 
As a practitioner in the K-12 classroom who also works as a teacher educator, I view 
Neperud’s nine content changes as constructs to work toward; modernist frameworks 
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have impeded widespread changes in our field. I paraphrase his list (p. 9-10) here 
[italics added]: 
First, according to Neperud (1995), content of art curriculum is less likely to be 
directed by experts such as artists, critics, aestheticians, art historians, textbook writers, 
curriculum specialists, and other authoritative sources. Then he addresses knowledge as 
more apt to be socially constructed by teachers and students. Thirdly, content is 
historically and culturally situated and does not exist as a universal truth, which 
dovetails with his fourth point, that teachers embrace a willingness to accept subjective, 
personally oriented experiences with art as a legitimate source of information. 
Additionally, the singular focus on museum and gallery fine art is supplemented by 
culturally diverse creations of “outsiders”. The concept of a linear foundational art 
instruction is questioned, in particular, traditional basic design and drawing disciplines 
are no longer viewed as prerequisites for creative development. Studio-dominated art 
activities are supplemented by aesthetic, art history, critical, multicultural studies 
which he sees as a layering of DBAE with multicultural objectives. A focus on the 
meaning of art has supplemented, if not replaced, structural, formalistic studies. 
Teachers are increasingly regarded as legitimate interpreters, as well as creators and 
translators, of art instructional content. 
Emery’s Nine Key Postmodernist Orientations in Art Education 
There is a great deal of overlap of Neperud’s (1995) and Efland et al.’s (1996) 
concepts with Lee Emery’s (2002) nine “key postmodernist orientations in art 
education”, (p. 70) Since the overlap is so consistent, I abbreviate here, by simply 
listing her framework headings: 
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The individual in context, 
• Pluralism, 
• Art for meaning, 
• High art and low art, 
• Viewers as critics 
• Art knowledge as non-linear, 
• Gender, 
• Skepticism and postmodern doubt 
• Multiculturalism. (Emery, 2002) 
In multicultural orientation, Emery describes groups who have been previously 
marginalized given voice in the curriculum. Indigenous art and art from non-westem 
cultures are legitimated. Issues of identity, nationalism and heritage are examined as 
cultures become more porous. Postmodern art teachers acknowledge that modernist art 
is western and that the western canon is limited by its presumptions of universality. 
Postcolonial ideas are discussed and the arts of previously marginalized groups are 
studied with issues relating to power. 
Emery (2002) provides profiles of art teachers who are practicing postmodern 
art education. Certain pedagogical patterns and perspectives are revealed in the 
approach that these teachers take, many of which are echoed by examples provided by 
Efland et al. (1996) and Olivia Gude (2004). 
Gude’s Synthesis of Postmodern Principles 
Gude forwards her synthesis of “Postmodern Principles” as an alternative to the 
“seven principles and seven elements” (7 + 7) of art from the modem art education 
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discourse. She derives eight postmodern artmaking practices as a “visual vocabulary” 
from the artwork created by students in Saturday art workshops for teens, and also from 
the work of the contemporary artists with whom they learned. She describes them as 
hybrids of visual form and conceptual artmaking strategies. (Gude, 2004, p. 8) 
Hybridization, of course, she points out, is itself a hallmark of postmodern cultural 
production. Gude’s list is more specific about what actually happens in the artmaking 
process, hence her terms “artmaking strategies and conceptualization” rather than eight 
curriculum orientations (Emery, 2002) or five postmodern attributes and four 
curriculum principles (Efland et al., 1996), or nine “content changes” (Neperud, 1995) 
or even Fehr’s three points of postmodernism (Fehr, 1997). Nevertheless, they are 
useful to compare to the others because Gude’s list brings us into the artmaking process 
from the perspective of the postmodern student and contemporary artist and teacher. 
Since art production and art making are the activities which consume most of the 
teaching and learning time in K-12 art education, Gude’s framework will have 
resonance with today’s practitioners. Gude (2004) gives illustrative examples of 
contemporary art for each strategy/concept which include: “appropriation, 
juxtaposition, recontextualization, layering, interaction of text and image, hybridity, 
gazing, representin’ (U.S. urban street slang for proclaiming one’s identity and 
affiliations).” Gude (2004) emphasizes that these principles “are not a set of discrete 
entities” (p. 12). Consistent with postmodernism, Gude resists the notion of creating a 
grand narrative for postmodern art education texts. 
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Clark’s Characteristics of Postmodernism 
Clark (1996), like Gude, also lists characteristics of postmodernism: 
appropriation, collage, juxtaposition of meanings. He maintains that art is no longer 
dependent upon avant-garde and inspiration, originality and purity of form. He also 
notes that it has taken awhile for practitioners in the K-12 classroom to respond to 
postmodern art in their classroom practice. 
Most art teachers have not necessarily responded to the arrival of 
postmodernism, which underscores the need for pre-service and in-service educators to 
bring the postmodern discourse to K-12 educators in ways that are both relevant and 
robust. One way to emphasize the relevance of postmodernism is to note its overlap 
with multicultural education. 
Intersections of Postmodern Art Education and Multicultural Education 
Each of the art education scholars whose work has been reviewed mentions 
multicultural perspectives in their qualities of postmodern art education. Efland et al. 
(1996) summarize: 
When the issues of multiculturalism are examined from a postmodern 
perspective, the pluralism that exists in life is promoted; but the impossibility of 
real and stable cultural boundaries and self-containment must also be 
acknowledged, (p. 49) 
Efland’s comments point to the wide implications for multicultural education 
which are congruent with Nieto (2004) who urges an understanding of multicultural 
education to be “broadly conceptualized’’: 
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In the final analysis, multicultural education needs to confront not just issues of 
difference but also issues of power and privilege in society. This means 
challenging racism and other biases as well as the inequitable structures, 
policies, and practices of schools and, ultimately of society itself. (Nieto, 2004, 
p. xxvii) 
For art educators, this reconceptualized approach to multicultural education 
requires a postmodern examination of the “inequitable structures, policies and 
practices” of our field which have historically been supported by the wider art world. In 
doing so, most of the qualities of postmodern art education also fall under the umbrella 
of “broadly conceptualized” multicultural education. This perspective broadens the 
field of art education beyond a narrow understanding of multiculturalism or 
postmodernism into an active and critical stance (Cary, 1998). Cary (1998) forwards 
“critical art pedagogy” that calls for reshaping the entire approach to curriculum. In 
what follows, I explicate what these wider understandings of multicultural education 
and postmodernism bring to art teacher preparation and art education practice. 
Weaving the Web of Multicultural Education in the Postmodern Era: 
Forwarding the Thesis of Visual Culture Art Education 
The multiple influences that converge to create the postmodern condition in the 
realm of art education create the notion of teaching visual culture as described by 
Freedman: 
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Much contemporary culture has become visual. Global culture is rapidly shifting 
from text-based communication to image saturation. Visual culture is seen on 
television, in museums, in magazines, in movie theaters, on billboards, on 
computers, in shopping malls and so on. (Freedman, 2003b) 
In response to postmodernism, a discourse has emerged in the art education 
community proposing the teaching of visual culture as a new framework, a new 
paradigm and a new language for the teaching of art (Ballengee-Morris & Stuhr, 2001; 
Barrett, 2003; Carpenter & Manifold, 2003; Chalmers, 2002; Chapman, 2003; Duncum, 
2001, 2002, 2003; Efland et al., 1996; Freedman, 2003a, 2003b; Freedman & Stuhr, 
2004; jagodzinski, 1997a, 1997b; Keifer-Boyd et al., 2003; Krug, 2003; Sullivan, 2003; 
Tavin, 2000a, 2000b, 2003; Villeneuve, 2003; Walling, 2001). Visual culture includes 
multiple forms of visual stimuli, partially listed by Freedman (2003b) in the quote 
above. The notion of visual culture departs from the conventional notion of teaching art 
in various ways: it casts a broad net to encompass images from a wide range of sources. 
Visual culture education deliberately reads and deconstructs all these images as text and 
interrogates their intent of representation and the role of those representations in one’s 
lived experience. Yet visual culture education overlaps with traditional art education in 
many ways: it focuses on student art production and expression of self and community. 
A Visual Culture approach requires a substantial shift in what is to be known 
about images and thereby has far-reaching implications for changing the pre- 
and in-service training of teachers. Knowing about television production and 
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audience reception is different from knowing about Monet, for example. 
(Duncum, 2003, p.7) 
History of Visual Culture Studies 
The discourse of visual culture has emerged in the field of art history, critical 
studies and sociology rather recently, since the mid-1990’s. However, visual culture as 
a field of scholarship is an outgrowth of a movement on some university campuses that 
developed a decade or two earlier in the 1980s and 1990s before reaching notable 
attention in art education departments. During the 1990s, 
visual culture went from being a useful phrase for people working in art history, 
film, media studies and sociology... to a fashionable, if controversial new means 
of doing interdisciplinary work, following in the footsteps of such fields as 
cultural studies, queer theory and African-American studies (Mirzoeff, 1998, 
P-4). 
Even more recently, art educators have been addressing visual culture deliberately. In 
2001 twelve art educators from institutions of higher education across the U.S. met to 
discuss shared concerns about future directions of art education and its role in 
contemporary visual culture (Boughton et al., 2002.) As a result of that meeting, a 
proliferation of articles about visual culture was published in the various art education 
journals from 2001 through today. That initial core group of scholars who met in 2001 
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has continued to meet annually and expand the dialogue to include K-12 art teachers 
and graduate students. 
Mirzoeff (1997) points out that the developing field of visual culture is explicitly 
postmodern in orientation and he posits that “the visual crisis of culture creates 
postmodemity” (p. 4). In other words, the tensions between knowledge and 
representation and the onslaught of visual images that contest, affirm, argue and twist 
reality call for “a fluid interpretive structure, centered on understanding the response to 
visual media of both individuals and groups in everyday life” (p.l). By emphasizing 
experiences in everyday life, Mirzoeff warns against sitting comfortably within 
university structures. He views visual culture as a “tactic, rather than an academic 
discipline” (p. 11). He is echoed by others who call for reaching beyond the university 
and interacting with the visual in people’s everyday lives (Jenks, 1995; Walker & 
Chaplin, 1997). 
Jenks (1995) a sociologist, was instrumental in urging that visual culture as 
postmodern construct be theorized and applied to understanding and questioning 
knowledge and truth. 
[Visual culture] is rather intimately linked with the ways that our society has, 
over time, arranged its forms of knowledge, its strategies of power and its 
systems of desire. We can no longer be assured that what we see is what we 
should believe in. There is only a social not a formal relation between vision and 
truth (Jenks, 1995, p. i). 
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Visual Culture Art Education 
The scholars in the field of art education who have taken up the language and 
concept of teaching visual culture are addressing the complicated task of studying art in 
the postmodern era. Teaching visual culture blurs the boundaries between subject matter 
and content areas. Whether studying the molas from the San Bias Islands of Panama or 
a music video from MTV, a curriculum that is truly contextualized draws upon 
researching history, reading about traditions and innovations, critiquing political impact, 
and questioning art world assumptions about authenticity. The visual culture approach 
points to a K-12 art curriculum that works with interdisciplinary perspectives (Brewer, 
2002; Freedman, 2003a; Parsons, 2004; Villeneuve, 2003; Walling, 2001; Wilson, 
2003). In a parallel view, college level teacher preparation programs need to call upon 
critical studies (Fehr, 1997), media literacy, philosophy, sociology and political science 
in what Efland et al. (1996) have called “dissolving disciplines”. 
Arguments Against Visual Culture Art Education 
Detractors of Visual Culture Art Education are recycling the same arguments 
they used against multicultural education. They ask how does one choose which 
cultures about which to teach? (Smith, 2002) How does an art teacher learn enough 
about mass media, technology arts, the design of shopping malls, the production of a 
coca-cola commercial, and the history of African masks to teach all of this effectively? 
(Dorn, 1994, 2003). Doesn’t all this emphasis on race, class, ethnicity, and gender 
create doubt that there exists any such thing as a common American culture? (Kamhi, 
2003). If you mix high culture and low/pop culture all in the same bowl, won’t you 
contaminate the high culture? (Best, 2002). If you are busy filling your mind with 
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political agendas of multicultural liberals, how can you think about art making? 
(Stinespring, 2001). 
Elliot Eisner (2001) neither dismisses visual culture as unworthy of attention nor 
brands it as an unsurpassed approach to art education. Instead, he supports integrating 
visual culture into the curriculum along with balanced questioning. He offers questions 
for art educators about integrating visual culture into the curriculum, while also 
cautioning against replacing the term “art” or “art education” with “visual culture”. 
Eisner voices a concern that is echoed by many of the detractors of the thesis of visual 
culture that “the concept of visual culture transforms the student from the productive 
young artist into an analytic spectator” (2001, p. 8). This is a worthy grievance, 
especially since, as Eisner describes art in schools, the arts help students to think in 
ways that are absent in most classrooms. 
Learning how to think within the constraints and affordances of a medium, 
learning to exploit the unanticipated opportunities that unfold in the course of 
doing a painting or collage, making judgments about relationships that re rooted 
in one’s own somatic experience, entertaining alternative solutions to a problem, 
and judging their respective merits - these processes are central to the making of 
visual art, and I would not like to see such opportunities compromised. (Eisner, 
2001, p. 9) 
I agree with Eisner, because I would not like to see such opportunities 
compromised. But I must respectfully disagree with the way visual culture is framed in 
this statement. If teaching visual culture means that we no longer produce art, then I 
would vehemently disagree with its thesis. If teaching visual culture meant that students 
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deteriorated from productive artists to “analytic spectators” (Eisner, 2001) then I would 
oppose its purposes. I argue for an understanding of visual culture art education that 
keeps art production central to the classroom activity. For this reason, Eisner’s 
questions are valuable reminders of the need to create theorized discourse within a field 
that explains and defines proposals. 
In response to the argument that it is impossible to teach about all cultures, I 
reply that postmodern art teachers do not try to teach about all cultures, but instead try 
to teach and learn about the cultural context of the art they teach about. To a parallel 
argument that one runs the risk of misrepresenting cultures, I ask: does a teacher choose 
not to teach about Michelangelo because one is not Italian? Do we run the risk of 
misrepresenting all Italian artists or all Italians when teaching about the Sistine Chapel? 
A more intelligent and introspective reply is that educators must teach about the 
situatedness of culture itself and be explicit to students that a particular Michelangelo 
sculpture was influenced by the church and state which supported Michelangelo’s work, 
as well as by other sociopolitical forces of his time, in addition to his commitment to his 
extraordinary skill development. Elsewhere, I have addressed the other arguments 
which charge that the art teacher is not equipped to teach social studies in articles that 
describe classroom activities with students as young as first grade being motivated to 
make art by addressing racial inequities which the students noticed in children’s books 
(Bode, 1999). I have also addressed arguments which claim that students and teachers 
will have no time or energy to make art if they are busy thinking about politics and 
cultural context (Bode, 2002). 
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Defining and Clarifying Visual Culture 
In an effort to address detractors and to clarify the discourse on visual culture, 
Duncum (2001, 2002, 2003) has forwarded some definitions and frameworks for what 
he calls Visual Culture Art Education (VCAE). Duncum (2003) realizes that educators 
will interpret and practice VCAE in various ways and that VCAE is “unlikely to evolve 
into just one thing.” (p. 6) He also emphasizes the impact of this movement on teacher 
preparation. He articulates six understandings regarding VCAE. Like other postmodern 
constructs, I find it helpful to view these conceptualizations as threads of a web which 
draw on various sources, and then intersect to become a new entity with roots and 
branches in familiar territory. Here I quote and paraphrase Duncum’s (2002) framework 
for clarifying Visual Culture Art Education. 
VCAE art making and critique is symbiotic. Art making and critiquing of visual 
imagery are simultaneous pursuits. There is not a singular stress on critique, nor a 
singular stress on self expression. Students and teachers explore meaning by exploring 
making images combined with critical questioning. Art making is still central. 
VCAE is a new paradigm. It differs from DBAE; because it requires teachers to 
be differently oriented to the curriculum as a whole. “VCAE assumes that visual 
representations are sites of ideological struggle that can be as deplorable as they are 
praiseworthy.” (p. 8) It is indebted to DBAE for setting the stage to learn how to discuss 
images sensibly - but it is much more than a mere extension of DBAE. It is a substantial 
shift in what is to be known about images. 
VCAE is profoundly historical. “A visual culture curriculum is profoundly 
historical, although it reframes what history means.”(p. 9) It emphasizes examining 
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images in their contexts using one of the major contexts of images: the history of 
images. 
VCAE is cross cultural. It emphasizes the influence of sociopolitical context and 
identities on audiences’ interpretation of visual images while offering new meaning to 
cross cultural study. It “brings to cross-cultural study a focus on the polysenetic nature 
of global imagery.” (p.9) 
VCAE is as natural as any other study of culture. One art medium is not viewed 
as more natural or more appropriate than any other. The medium of television is studied 
and critiqued as visual media which was once used in a certain form and has become 
“naturalized” in many households. The medium of clay is used in certain contexts in 
school art curricula, and produced and commodified in school supply commerce; it has 
become a cultural product. Both of these media and many more may be used by 
students to produce work and to study culture. 
VCAE values both aesthetic and social issues. “A visual culture curriculum 
would study how ideology works through aesthetic means or, conversely, how 
aesthetics works to promote ideology.” (p. 10) Placing aesthetic experience in its social 
context uncovers ideology and political frameworks that rely on aesthetic 
manipulations. 
VCAE will emerge incrementally. Teachers have little time to keep abreast of 
developments that “until recently may have appeared outside their immediate domain.” 
(p. 10) Traditions in teacher education, administrative policy and classroom practice 
often support stagnation in the field. Change will take time (Duncum, 2003; p. 6-11). 
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I view Visual Culture Art Education as an articulation of postmodern 
multicultural art education (Adejumo, 2003; Stuhr, 1995; Stuhr, Petrovich-Mwaniki, & 
Wasson, 1992) using multicultural education as defined by Nieto (2004). Employing 
Nieto’s qualities of multicultural education, I draw some parallel perspectives. In what 
follows, I have italicized Nieto’s seven qualities of multicultural education to emphasize 
how they converge with Visual Culture Art Education: 
VCAE explicitly expands challenges and reconstructs “the canon”; it is anti¬ 
racist and anti-bias in its emphasis on sociopolitical context of both art makers and art 
viewers. By reconstructing and reframing what is known as art a VCAE perspective 
deliberately pursues inclusion of art makers who have previously been excluded. More 
importantly the curriculum vigorously recruits and includes art viewers, art criticism 
and thinking about art from students who may have previously felt excluded in 
traditional pedagogical approaches. 
VCAE is basic art education in its “profoundly historical” perspective with its 
emphasis on art making/art production (Freedman, 2003a). A VCAE approach 
recognizes the image-saturated environment within which today’s students read and re¬ 
create their worlds. Addressing postmodern visual literacy through VCAE recognizes 
its importance for all students by challenging school standards of what counts as 
literacy (Flood, Lapp, & Bayles-Martin, 2000) and who benefits from visual literacy 
(Krug, 2003; Young, 1990; Zimmerman, 1997a). 
VCAE is a pervasive approach (Ballengee-Morris & Stuhr, 2001; Freedman, 
2003b); it is not an add-on or a special unit of study. It is integrated in and through all 
content areas engaging students in their visual environment. Heightened awareness of 
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school bulletin boards, street billboards, TV commercials, web pop-ups, magazine ads, 
MTV videos and museum exhibits brings a more informed perspective to students’ 
daily lives. In this way, VCAE is education for social justice; (Garber, 1997; Pearse, 
1997; Thurber & Zimmerman, 2002) it empowers students to make critical choices 
within the social onslaught of mass culture. It encourages art making that is socially 
conscious. VCAE is a process', it will take time for the field of art education and for 
individual teachers to develop this perspective.. (Duncum, 2001, 2002) VCAE is critical 
pedagogy. (Bode, 1999, 2002; Cary, 1998; Tavin, 2000a, 2000b, 2003) VCAE builds 
on the knowledge and interests that students bring to the classroom to support teachers 
and students in action toward social change as explicated by Tavin (2003): 
Together, critical pedagogy and visual culture focus on the realm of the 
everyday-popular culture as a site of struggle. Through critical pedagogy, 
students are encouraged to critique popular culture in order to promote 
democratic public spheres and ethical imperatives. Visual culture embraces 
the study of popular culture in order to understand and challenge the way 
subjectivities are constituted through images and imagining. Art education 
practice informed by critical pedagogy and visual culture should engage 
students in the interpretation of popular culture through social theories 
and critique the haunting effects of visuality-wrestling with angels and 
searching for ghosts. (Tavin, 2003, p. 210) 
When Visual Culture Art Education is understood within the definitions 
provided by Duncum (2002), Freedman (2003) and Tavin (2003), it points to a 
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promising direction for teacher education in the reconceptualized model of multicultural 
education as theorized by Nieto (2004). As the field of art education enters into a new 
construct and new language for the field, my caution is that we continue to clarify these 
constructs and definitions, as Duncum (2003) has done with VCAE and Nieto (2004) 
has done with multicultural education. While in many ways Visual Culture Art 
Education will resist definition, as a postmodern construct, the field of art education 
will benefit from a clear understanding of what VCAE’s meanings and intentions hold. 
A shared discourse may stave off some of the panic- stricken reactions which charge 
that VCAE will end art education, (Dom, 2003) or that reconceptualizing the canon will 
demolish the culture (Stinespring, 2001). 
Future research, especially qualitative research which paints portraits of 
effective VCAE practitioners, may inspire teacher educators to continue to develop the 
language and frameworks that will lead our newest generation of teachers in 
postmodern pedagogy. Colbert and Taunton (2001) suggest that much needs to be done 
in research within three areas of context: social context of art classrooms, portraits of 
effective teachers and planned instructional interventions. Galbraith has pointed out that 
preservice teachers particularly need assistance in constructing an intellectual 
framework within which they can develop their educational theories and combine them 
with practical, common sense notions (Galbraith, 1995, 1997). The bridge between 
theory and practice becomes even more vital to art education in the postmodern era. 
Multicultural theory that is understood in its historical roots and contemporary contexts 
emerges as a central tenet of visual culture in the postmodern classroom. 
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Summary 
Multicultural education has been critiqued and problematized in the fields of art 
education and general education. Theories of critical and revolutionary multicultural 
education emphasize its sociopolitical context pointing to the urgency for rethinking 
multicultural education in urban, postmodern classrooms. Postmodernism is also 
critiqued from various perspectives. Yet, reconceptualizing multicultural education with 
a postmodern perspective is consistently advanced by art educators forwarding the 
thesis of visual culture education. Visual culture studies as a field has grown in the past 
five years into a compelling proposal for addressing the frameworks on knowledge and 
learning that the postmodern student brings to the multicultural classroom. The 
implications for art teacher education are urgent, given the exponential development of 
visual culture, the shifting perspectives on postmodern art and the expansion of youth 
culture as a site of struggle and affirmation. In Chapter 4 I will explain the methodology 
that guided my study and analysis and describe how my research questions influenced 
and informed my choices for research methods. 
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CHAPTER 4 
A COLLAGE OF VOICES AND METHODS 
This chapter describes the method and design of the study for the dissertation. A 
rationale for using qualitative research methods in art education settings such as Arts- 
Based Educational Research (Barone & Eisner, in press) with an a/r/tography perspective 
(Irwin, 2004) is explained. The relationship between the selection of this methodology 
and the theoretical frameworks developed in Chapters 1 through 3 is also explicated. I 
introduce the design of the study including the research sites with some general 
information about participants. The sources and process for data collection are reviewed 
followed by an overview of how coding led to content analysis. A combination of three 
strategies for comparative analysis are discussed, followed by the structures of the design 
that ensure validity. 
Design of the Study 
The study focuses on public school art classrooms with art teachers who define 
themselves as embracing a multicultural perspective. I selected participants with whom I 
have some professional affiliation and knowledge of their approach to multicultural art 
education. As the study reveals, a “multicultural perspective” is understood within a wide 
range of definitions among the participants. Some teachers are conversant in theoretical 
definitions of multicultural education parallel to the anti-racist and critical pedagogy 
perspectives reviewed in Chapters 2 and 3. Other participants draw their discourse more 
directly from their classroom practice and define a multicultural perspective as teaching 
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that is multicultural by nature of the community in which they are working. Mary 
Stockrocki points out that in art education “no one multicultural view exists...all 
perspectives are changing, including the term ‘multicultural’ ” (p.10). Since my aim was 
to address the complexities of student experience in the postmodern era from a 
multicultural perspective, that is to say, a framework that is critical and anti-racist, I 
intentionally invited art teachers who are working with diverse populations including 
racial, language and socioeconomic diversity. I sought out teachers with whom I had 
professional affiliations or whose recommendations indexed a commitment to 
challenging White privilege and using visual art as social action. 
The background of the teacher participants is less diverse than their students; 
parallel with current statistics from the National Education Association stating, over 85% 
of the nation’s teaching force is comprised of white, middle class people. Furthermore, 
the National Art Education Association (2001) reports that 71% of art teachers in 
secondary schools are women and 90% are Caucasian. While the lack of diversity among 
the teacher participants in this study poses a limit, it will be valuable to point out how a 
group of mostly White, mostly English speaking, mostly middle class women works with 
diverse learners in the postmodern classroom. 
To investigate how postmodernism and multiculturalism are informing teaching 
and learning in the art classroom and what art teachers and art students say contemporary 
art teachers need to know, I visited four sites. I interviewed seven art teachers throughout 
these sites; however four of the art teachers were primary informants, providing in-depth 
interviews and access to their classrooms. Additionally, I interviewed an art educator who 
is a career elementary school art teacher, and is now supervising student art teachers from 
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a state university art education program. This participant brings the perspective of both 
K-12 classroom practice and art teacher education to the study. Well over one hundred 
students participated through interviews, as well as displaying and explaining art work to 
me. 
Confidentiality was assured to all participants; I will be using pseudonyms 
throughout the dissertation when referring to the school sites, the cities and the 
participants to protect their privacy. Administrators at the schools, the art teacher 
participants, the students and students’ guardians were presented with letters of consent 
to explain the nature of the study. Bilingual letters (Spanish and English) were provided. 
Copies of letters of consent are in Appendix A. 
Data Collection 
Visits to sites ranged broadly, dependent on the configuration of teachers’ 
schedules, gatekeeper preferences and geographical access to the site. I visited Kramer 
Middle School every day for one week, participating, observing and interviewing in each 
art class and all other aspects of the teachers’ school life such as meetings, duties and so 
forth. My weeklong immersion at Kramer provided access to a series of in-depth 
interviews with the teacher culminating in over eight hours of recordings. At Amethyst 
High School, I visited more than fifteen times, for the same class period each time. The 
consistent structure allowed me to follow two art class sections throughout the term, 
attend a field trip to an art museum and collect over six hours of teacher interviews. At 
Rayen High School and Peach Middle School, my visits were two to four days with four 
to six hours of teacher interview recordings. At every site, the interviews with students 
were informal, brief, and chatty in nature. The student interviews were conducted during 
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art class time, lunch time and after school meetings. I used specific interview questions as 
a general structure and launching points for the interviews (see Appendix B). 
Most interviews followed the questions found in Appendix B, but also made 
space for open ended story telling and conversation as directed by interviewees. For 
example, questions about multicultural education led many teachers to discuss art history 
and the traditional view of the canon, even though none of my guiding questions directly 
asked about art history. Likewise, questions to students about quality teaching sometimes 
led to a critique of the structure of schooling, providing a macro view of the school 
experience. 
All interviews were digitally recorded to preserve the accuracy of participants’ 
comments. They were transcribed and the teacher transcripts were supplemented by 
emails and phone calls, and lots of field notes. The field notes allowed me to record 
impressions of the physical plant, the ambience of the school hallways and the art room 
and my reflections at the end of a long, bustling day in the art rooms. My daily writing 
extended the field notes into an especially helpful place where I could use my art teacher 
lens to compare and contrast my own teaching style and reflect on what my teacher lens 
was bringing to the research. I also found myself critiquing my practice and making 
adjustments to my own classroom as well as sharing helpful hints with the participants. 
Lawrence-Lightfoot calls the post-visit writing “Impressionistic Records” (1997), and 
Miles and Huberman names it “Memoing” (1994). Regardless of the name, the reflective 
writing that extended from field notes served as a essential, neutral ground to wrangle 
with the social positioning of teacher and researcher and to work out some of that 
discomfort so that I could verbalize my reflections in a collegial manner. 
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In addition to recorded interviews and field notes, the variety of data collected 
such as examples of students art work, photography and brief video added to the clarity 
and richness of the interviews, the central source of data. All the data were used in 
developing the analysis. 
An overview of the settings 
The interviews, photos, student art work and video were collected in the four 
specific schools sites for the study, for which I will use pseudonyms throughout this 
dissertation. The four sites gave a breadth of perspective from different cities and towns, 
in art rooms from middle and high schools. The sites vary in geographic region and 
socioeconomic climate. 
Three of the sites are in urban settings. Each of the three urban schools has a 
population of over 75% students of color. One of the sites is in a college town with 30% 
students of color, but demographically mixed with families from international locations, 
urban communities and some rural communities. In this college town high school over 24 
languages are spoken among students. Chapter 5 presents more thorough profiles of the 
settings and participants. 
Process of selecting materials and developing questions 
The acts of selecting threads for a weaving or the materials for a collage are vital 
steps affecting the entire art making process as well as creating the most obvious effect- 
the appearance of the final product. Whether for a tapestry or blanket, floor covering or 
wall piece, the decisions about how thick a thread, how saturated a hue, and how soft a 
texture, influence the work from beginning to end. 
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I view the process of developing research questions and methodology in a similar 
way. In the tapestry of this dissertation, my research questions are some of the most 
important art media, or threads. The research questions guided my research methodology. 
I followed the advice of art educator Enid Zimmerman (1997b) who asserts that 
methodologies for research should be chosen that suit the questions that are asked and not 
the reverse. With Zimmerman’s perspective in mind, the research questions I introduced 
in Chapter 1 are revisited here: 
Research Questions 
Since I bring the overlapping lenses of practicing artist, art teacher, teacher 
educator and doctoral researcher to this study, the questions I address stem from a collage 
of this experience. That is, I braid my work as an artist, practitioner in K-12 settings and 
higher education, my role as researcher, into the web of the three research questions: 
• How are postmodernism and multiculturalism informing teaching and learning in 
the art classroom? 
• What do art teachers and art students say contemporary art teachers need to know 
to be effective in multicultural classrooms of the postmodern era? 
Working with the questions leads to further inquiry just as handling the threads of 
a tapestry may influence the direction of the design or the method of the weaving. My 
first two questions led me into an exploration of methodology and into the act of data 
collection. I began visiting art classrooms where I interviewed art teachers and their 
students in a participant-observer role. The early stages of data collection refined my 
fieldwork and led to the formulation of my third research question. 
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• How can collages of public school art teachers and their students inform how 
multicultural art teacher preparation programs may be reshaped for the 
postmodern era? 
Representation and Voice 
I mentioned in Chapter 1 that art teachers and their students who are living the 
realities of teaching and learning in public school art programs today bring much needed 
perspective to an interdisciplinary discussion of the postmodern, multicultural condition. 
My aim to foreground the voices of practicing teachers from the K-12 public school art 
room and the voices of their students required observing and participating in the contexts 
of their lived worlds. Since a number of the classrooms in the study are in some of the 
nation’s most neglected schools, filled with learners who are marginalized by race, class 
and language, it was imperative, from a postmodern perspective, that the design of the 
study explicitly address representation and power. The key, as Patti Lather (2003) writes, 
was positioning the participants “not as objects of exchange and spectacle, voyeurs or 
eavesdroppers on a conversation not meant for them, but rather interlocutors of our 
storying of their lives” ( p. 10). 
Given postmodern students’ shifting perspectives on the fluidity of identity, 
knowledge construction and the instability of truth, and urban students’ experiences of 
subjugation, I chose to employ qualitative methodologies that would de-center my role as 
researcher and forward the voices of participants. 
Overall Approach of the Study: Methodology of Collage 
The methodology for this study used a combination of several qualitative methods 
and tools; I liken the result of combining tools and methods to layering mixed media in 
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visual art to create a collage, to use another art making metaphor. A collage can be many 
media: a presentation of paint, paper, glue, drawing tools, text, various found objects and 
more - sometimes 3D as well as 2D - into one cohesive art work. I am calling the 
presentation of data analysis in this research collages with the intention of layering the 
multidimensional perspectives of art teachers and their students while reflecting on my 
research questions. Images and ideas are juxtaposed in collage - at times in support of 
one another and at other times as a challenge, or as a dissonant voice. 
At a recent conference on the topic of Visual Culture (2004), Charles Garoian 
spoke about collage as a practice of ideas for cultural transformation: 
Instead of a totalizing body of knowledge, the composition of collage consists of a 
heterogeneous field of coexisting and contesting images and ideas. Its cognitive 
dissociation provides the perspectival multiplicity that is necessary for critical 
engagement. Dialectical tension occurs within the silent, in-between spaces of 
collage, as its fragments, its signifying images and ideas interact and oppose one 
another. Such complexity and contradiction represents the substance of creative 
cognition and cultural transformation (Garoian, 2004, p. 1). 
I sought out such complexity and contradiction rather than trying to simmer down 
the data into simplified doses. The “dialectical tension” that occurs “within the silent, in- 
between spaces of collage” (Garoian, 2004, p.l) allowed me to juxtapose comments and 
images drawn from disparate sites to notice overlap and empty spaces. Art critic Thomas 
Brockelman (2001) argues “collage intends to represent the intersection of multiple 
discourses” (p.2). The intersection of discourses through collage within the lived worlds 
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of art teachers and their students represents a different view from looking at one world, or 
one discourse at a time. Brockleman invites speculation about representation by stating 
On account of its representational peculiarlity, collage questions dogmatisms of 
all kinds - whether of the kind generated by modernist aestheticism or those 
resulting from a post-structuralist theoreticism. As seen through collage, the 
philosophical issue of representation denies the facile verities of “culture wars” 
(2001, p.7). 
To avoid simplifications of one “truth” and to problematize my role as researcher 
in the representation of art teachers and students, profiles of each art education site are 
presented through a collage of field notes, teacher interviews, student comments, digital 
photos, brief video recording and student art work. These are layered with community 
information, comments and interactions with administrators, other teachers, and 
information from web sites, chambers of commerce, local news media and state 
curriculum and test documents. Combining qualitative methods and a variety of data 
gathering devices enable me to layer the information and the perspectives in a full, 
complex representation. Elliot Eisner (1997) suggests that the concept of alternative 
forms of data representation presents an “image that acknowledges the variety of ways 
through which our experience is coded. It is about the ways in which transformation of 
experience from the personal to the public can occur” (p. 7). 
Qualitative research offers a variety of techniques to transform the personal to the 
public in data analysis and reports of findings. The emergence of qualitative research in 
social sciences and education is parallel with many phenomenon of the postmodern era. 
Since the terminology to describe qualitative research practices is used interchangeably 
110 
by some scholars as naturalistic inquiry, ethnographic methodologies, interpretive 
research (Ely, Anzul, Friedman, Gamer, & Steinmetz, 1991) and more, my study draws 
language and terminology from models advanced by specific scholars explained below. 
A primary force in my study is the recursive process of qualitative research that 
“makes more public the interplay between the emotional and the intellectual in research, 
since this interplay is an essential ingredient” (Ely et al., 1991, p.l). Margot Ely and 
colleagues distill characteristics of qualitative research that match the intent of my study, 
which I paraphrase here: 
• Events are understood in a context. 
• Contexts of inquiry are natural. Nothing is predefined. 
• Qualitative researchers want those who are studied to speak for themselves. 
• The aim of qualitative research is to understand the experience as a unified whole. 
(Ely et al., 1991, p. 4.) 
Arts-Based Educational Research 
The qualitative method of my study was designed to observe, study and interview 
four different art teachers and the students in their art classrooms. These methods 
supported my intention to foreground their voices in teaching and learning within a 
multicultural, postmodern framework. By focusing on a small handful of art teachers and 
classrooms, I aimed to “discover” as Sarah Lawrence-Lightfoot and Jessica Hoffman 
Davis (1997) write, “resonant, universal themes” that may paint a picture of effectively 
teaching with a multicultural, postmodern perspective. By going in depth into a few 
situations instead of trying to survey a large number of environments, I intended to 
“illuminate the complexity and detail of a unique experience or place” (Lawrence- 
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Lightfoot & Hoffman Davis, 1997). The qualitative methodology that I am calling 
collage draws heavily on portraiture (Lawrence-Lightfoot & Hoffman Davis, 1997) and 
falls under the “umbrella term” of arts-based educational research (Barone & Eisner, in 
press). 
Tom Barone and Elliot Eisner (in press) have described arts-based educational 
research (ABER) with two major qualifiers: 
First arts-based research is engaged in for a purpose often associated with artistic 
activity: arts-based research is meant to enhance perspectives pertaining to certain 
human activities. For ABER, those activities are educational in character. 
Second arts-based research is defined by the presence of certain aesthetic qualities 
or design elements that infuse the inquiry process and the research “text.” 
Although these elements are, to some degree, evident in all educational research 
activity, the more pronounced they are, the more the research may be 
characterized as arts-based (p. 4). 
The important difference between arts-based inquiry and most other forms of educational 
research, as Barone and Eisner (in press) see it, is that ABER is not a quest for certainty. 
“Its purpose instead may be described as the enhancement of perspectives” (p. 5). This 
acknowledgement of no certain truth, but rather a development of perspective, resonates 
with postmodern theory. 
I draw my approach from several scholars who have employed ABER to add to 
the discourse in education. One such model is the method called Portraiture developed 
by Sara Lawrence-Lightfoot and expanded by Jessica Hoffman Davis (Lawrence- 
Lightfoot & Hoffman Davis, 1997). Lawrence-Lightfoot defines portraiture as: 
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A method of qualitative research that blurs the boundaries of aesthetics and 
empiricism in an effort to capture the complexity, dynamics, and subtlety of 
human experience and organizational life...The drawing of the portrait is placed 
in social and cultural context and shaped through dialogue between the portraitist 
and the subject, each one negotiating the discourse and shaping the evolving 
image, (p. xv) 
This emphasis on sociocultural context is also employed by Sonia Nieto in her use 
of case studies (Nieto, 2004) to forward student voice in the development of an 
understanding of newly conceptualized multicultural education. Nieto points out that 
“Case studies can help us look at specific examples so that solutions for more general 
situations can be hypothesized and developed” (p. 6). The interview process as part of 
this approach takes a phenomenological stance with the aim of amplifying the teachers’ 
and students’ beliefs, attitudes and theories. Stake described case studies as “research that 
depicts a problem in all “its personal and social complexity” (1995, p. 256). Following 
Stake and others, Mary Stockrocki advanced qualitative research in art education (1997) 
and coined the phrase multidimensional participant observation to imply that the 
researcher is learning from people, not just studying them. Stockrocki (1985) also 
developed the method of visual sociology in art education research, to name the use of 
photography as a research instrument for analysis and elicitation of accurate information. 
Sharon D. LaPierre (1997) asserts that research methodologies develop on a continuum, 
and that methods can be used in various combinations rather than discreet designs. While 
the qualitative method approaches of ABER that I draw upon, namely: portraiture, case 
study, visual sociology, interviews overlap in many ways, each methodology also holds 
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specific promise for the construction of these collages. I seek to intersect and layer these 
ways of seeing to develop a full representation of the research sites. 
A/R/Tographv 
In developing these representations, I reflexively acknowledge the presence of my 
own perspectives and experience. Lawrence-Lightfoot acknowledges that arriving with 
an intellectual framework brings our “voice as preoccupation and voice as 
autobiography” (1997, pp. 93-99 ). I turn to another influence on my research design to 
address my anticipatory perspectives. Rita Irwin (2004) conceives a model that combines 
the identities of artists, teachers and researchers. In Irwin’s scholarship, she took the first 
initials from the terms Artist/Teacher/Researcher to name a hybrid identity and coined the 
concept “a/r/togrpahy” (Irwin, 2004). A/r/togrpahy names multi-tasking in the triple 
realms of creativity, knowledge and inquiry. These three kinds of thought as Aristotle 
named them are: knowing (theoria), doing (praxis), and making (poesis). They have 
“always been of interest to arts educators and those interested in accessing the arts as a 
means to enhance their own understanding of their practices” (Irwin, 2004, p. 27). 
Following Eisner’s (1991, 1997) work in educational connoisseurship and criticism, 
Irwin conceptualizes researching, teaching and art-making as activities that “weave in 
and through one another” (2004, p. 28). 
A/r/tography goes beyond the double visioning of art and a/r/t to include further 
doubling of a/r/t and writing or “graphy.” Art and writing unite the visual and textual by 
complementing, refuting, or enhancing one another. Image and text do not duplicate one 
another but rather teach something different yet similar, allowing us to inquire more 
deeply into our practices (Irwin, 2004, p. 31). 
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A/r/tography addresses the multiple identities and perspectives I bring to the study 
while using those multiple sites as sources of strength. It also directly addresses the 
implications for teacher research echoed by C.T. Patrick Diamond and Carol Mullen 
(1999). In developing the kind of full collage of the site and participants that this 
methodology offers, Diamond and Mullen (1999) point to the development of the teacher 
researcher and the transformation of teacher education. About arts-based inquiry, they 
write that “new forms of representation are needed to convey what artistic educators 
experience and learn.” Diamond and Mullen (1999) go on to address two fundamental 
and interrelated issues: 
1. Arts-based narrative inquiry is a form of qualitative research that powerfully 
promotes the development of teacher researchers by deepening their 
understanding of the experience of self and others, and 
2. Perspectives can be transformed, and teacher education and human learning 
renewed, when teacher researchers use arts-based textual strategies to reflect on 
experiences and invite others to respond to these inquiries (Diamond & Mullen, 
1999, p. 17). 
I chose the convergence of the methods described here because they hold the 
possibility of combining teacher voices, student voices and the experience of my 
perspectives with the hope of influencing teacher education. 
I took up the challenge of creating “new forms of representation” using arts-based 
textual strategies (Diamond & Mullen, 1999) with the intent of transforming perspectives 
through my visual art that I produced simultaneously with the analysis of this study. I 
created visual and text-based collages in mixed media to represent the motifs that 
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developed through the coding process. I physically layered photos, drawings, paint, and 
text from the site visits onto 10 x 10 inch squares. By using the small square format I 
hoped to evoke in the viewer the action of peering through a window pane or the view 
finder of a camera, simulating the researchers’ role of studying a site while reading and 
creating within the world of the participants. The text on the collages is limited and 
requires careful scrutiny, inviting a viewer to step and gaze intimately into the collage. 
Sociocultural Perspective 
My study draws upon each of these approaches to qualitative, Arts-based 
Educational research while maintaining a sociocultural perspective throughout the work. 
That is, each art classroom community will be presented contextually with regard to its 
social, political and cultural environments. The case study method provides the structure 
and model for gathering data and analyzing the various influences of the sociopolitical 
context. Drawing from the portraiture method allows me to combine the structures of 
case study with the intent to bring an aesthetic eye and interpretation to the data. In this 
way, the study itself becomes a work of art - a collage - of various research methods and 
tools, or media, to discuss and reflect upon art making, art teaching, and learning within 
the postmodern condition. 
The sociocultural perspective is evident in the selection and convergence of 
methodology, and also in the stance on teaching and learning in the art classrooms. My 
view in the study does not see art teaching and learning as an endeavor achieved through 
isolated skill tasks. Rather art education itself is a sociocultural event; it is influenced by 
a cultural understanding of what counts as art, what counts as knowledge and by 
extension how art and knowledge are constructed. The crucial role of communities and 
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environments outside the classroom are acknowledged through inclusion of the political, 
economical and historical aspects of the teachers and students worlds in data collection 
and analysis. The everyday world of the participants is not asserted as an accurate, fixed 
representation of reality, but as one possible interpretation of many interpretations, given 
the multiple discourses that weave in and out of those everyday worlds. Researcher 
Michael Jackson (1989) emphasizes the instability of reality and the need to portray the 
lived experiences of participants through the interplay of many voices. To analyze the 
data with a sociocultural perspective required a flexible, recursive approach to the 
research design. 
Data Analysis 
A flexible research design has been described by Lawrence-Lightfoot and 
Hoffman Davis (1997) as the “dialectical work of portraiture” and by Glaser and Strauss 
(1967) as a “constant comparative method”. In such a design, the empirical data helps to 
generate codes that assist the researcher in refining the field work, which in turn aids in 
developing empirical data. Amanda Coffey and Paul Atkinson (1996) emphasize the “the 
imaginative work of interpreting data.” Following Coffey and Atkinson, I view coding as 
“going beyond the data, thinking creatively with the data, asking the data questions, and 
generating theories and frameworks” (Coffey & Atkinson p. 30). 
Coding 
As an initial phase toward analysis in this cyclical research process, I identified 
codes from sources internal and external to the data. I developed codes that sprang from 
internal contents of the transcripts and their relationship to field notes, photos, videos and 
other data. Sources external to the participants also generated codes: the results from the 
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art teachers focus group, the aim of my research questions, topics related to my review of 
the literature. While this all seems like a tornado of data collecting, analyzing and 
revisiting field sites, the diagram in figure 31 below, illustrates the structure of the first 
phase of the research design. 
Emergent Themes 
(Lawrence-Lightfoot, 
1997) 
Meta Codes 
(Miles & Huberman, 
Empirical Data 
(Transcripts, etc.) 
Refined 
Flexible Research Design 
Constant 
comparative method 
(Glaser & Strauss, 1967) 
Dialectical work 
of portraiture 
(Lawrence-Lightfoot, 
1997) 
1994) 
Fieldwork 
Figure 2. Flexible Research Design. 
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Anselm Strauss and Juliet Corbin (1990) point to the importance of moving 
beyond local codings to generate ideas and broader conceptual frameworks. They 
suggest using codes to think with, and not remain anchored in, the data. Lawrence- 
Lightfoot (1997) labels these broader concepts “emergent themes” and Miles and 
Huberman (1994) call them “meta codes”. If, as Strauss and Corbin (1990) say, the 
coding process is much more than indexing, labeling, sorting and retrieving data, then 
coding and analysis are not synonymous. The codes are tools for compiling, creating and 
communicating insights from the data. I view codes as links between particular segments 
of data and the categories we want to use to develop theory (Coffey & Atkinson, p. 45). 
“Coding... is not the final word on qualitative data analysis. Segmenting and coding is 
important, but not the whole story” (Coffey & Atkinson p. 52). 
Three Comparative Strategies of Analysis 
If the collection of threads is not the whole product of a weaving and the pieces of 
paper and paint are not the sum of the collage, then coding is a layer in the collage 
making process, but not the whole analysis and certainly not the end product. 
Interrogating, exploring and making meaning from the codes led me into the collage 
process. I sought relationships between codes and concepts as a significant starting point 
for reflection and theory building (Coffey & Atkinson, p. 48) through three comparative 
actions: cross-site analysis, focus group reflections and external analysis through 
comparing codes to relevant literature. 
First, I used cross-site content analysis by comparing codes from one site to the 
other through activities such as re-reading the transcripts, studying data such as photos 
and student artwork and reflecting on field notes and post-visit writings. In this initial 
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stage of analysis, I examined each data set individually and then cross compared to see 
whether, for example, student interviews from one site shared themes with student 
interviews from another site. Specifically, to develop codes, I used the interview 
transcripts as the primary source of data. The other sources such as photos and student art 
were used to reinforce and cross check for emerging themes. I read the transcripts for 
content similarities across research sites. When I noted common themes, for example, 
when several different students talked about teacher qualities such as “patience,” I 
examined the transcripts line by line coding key terms related to that theme (such as the 
word “patience” and “calmness.”) Then I looked at the context in which such codes 
appeared, such as, in the case of patience and calmness, it was often discussed in 
reference to time, the constraints of school schedules and students’ feeling of being 
rushed. 
Second, I sought out the reflections and interpretations of other art teachers in the 
process of analyzing my data by listening to the reflections of the art teacher focus group. 
I invited six art teachers who were not participants in the study to form a focus group for 
the purpose of studying the data and giving their reflective feedback to me. Art educator 
and researcher, Mary Stockrocki suggests “a group of external local experts or outside art 
teachers can verify, refute, or add to your interpretation” (1997, p. 49). The focus group 
discussed the data at length and developed codes based on their experiences in the field 
and their identities as artists and teachers. The results of the peer analysis in the focus 
group were rich and informative. Imaginative and speculative conversations emerged 
from the shared readings, the shared experiences of the group of art teachers and their 
individual visions and hopes for the future of art education. Most importantly, this group 
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generated concepts from my data, which informed my coding process. I intersected the 
work from the focus group with codes and themes I had developed in my initial cross-site 
analysis. This focus group discussion was not meant to simply categorize the data, but to 
“open up the data”, that is, “to expand the conceptual frameworks and dimensions for 
analysis” (Coffey & Atkinson p. 30). The focus group peer analysis served as a heuristic, 
“providing ways of interacting with and thinking about the data” (Coffey & Atkinson p. 
30). The group assisted me in naming the codes and clustering codes into categories. 
My third comparative activity used external analysis to compare the codes with 
literature in the field by referring to Paul Duncum’s (2002) clarification of visual culture 
and Sonia Nieto’s (2004) definition of multicultural education supplemented with Olivia 
Gude’s (2004) principles of postmodern art making to analyze the classroom activity and 
participants’ narratives. Language from the literature intersected with language and ideas 
from the participants’ voices. Emergent concerns developed and were underscored by 
contemporary theory. After this third strategy of comparative analysis, I eventually 
organized the codes into nine broader categories, which I call motifs, to move toward 
more indepth analysis. Each motif is a composite concept derived from three to seven 
codes. 
These three comparative actions - cross-site analysis, focus group reflections and 
external analysis through literature review - were layered in the process of theorizing. 
The theorizing process started in the cyclical nature of the research design and then 
through the three comparative strategies of analysis, the empirical data led to a multitude 
of codes and eventually was synthesized into nine specific motifs. The result of that 
process allows for building collages with much broader implications than the codes I 
121 
initially targeted. The motifs for the collages reflect data analysis that reached across 
research sites, resonated with an art teacher focus group and reflects concerns of current 
theory. These nine motifs became the thematic emphasis of each collage that will be 
presented in Chapters 6 and 7. On the next page. Figure 32, provides an overall view of 
the design of the study highlighting the central role of these three strategies for 
comparative analysis. 
Limitations and Trustworthiness 
A postmodern perspective asks questions about the stability of truth and whose 
truths we are questioning. Barone & Eisner (in press) assert that “a good piece of Arts- 
based educational research is designed to enhance meanings, to broaden and deepen 
ongoing conversations about educational policy and practice” (p. 15). If the study is to 
enhance meanings and broaden conversations while allowing participants to speak for 
themselves in their natural context with the outcome of understanding a unified whole 
(Ely et al., 1991, p. 4.), then the strategies for validating analysis must incorporate 
perspectives beyond the individual researcher. The three comparative analysis activities 
described in the previous section simultaneously serve as three strategies for triangulating 
data for validity. 
I conducted internal analysis through triangulation of the data by cross checking 
codes and themes within data sets and across research sites. The layering of student 
interview transcripts with student art work, teacher interview transcripts, video and photo 
allowed for emergent concerns to become visible in the collages. I used member checking 
- a key strategy according to Yvonna Lincoln and Egon Guba (1992) - throughout the 
process, by emailing transcripts to teachers and sharing transcripts with students on 
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Figure 3. Overall Research Design and Analysis. 
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returning visits. In all cases I invited participants to add, delete or to clarify certain 
comments with the goal of placing the participants’ perspective level with my researcher 
perspective. 
The focus group participants helped me to name codes and concepts by clustering 
chunks of data into categories that resonated across research sites. I compared the initial 
codes I had developed with those of the focus group. The overlap between my initial 
codes and the focus group codes strengthened concepts and emphasized the saliency for 
the field of art education. The focus group also prevented me from manipulating my view 
of the data to see only what I wanted to see, or placing myself as a single, outside expert. 
The external analysis through literature review serves as a mirror for my study to reflect 
against some current theoretical positions in the field. 
All the efforts for validation were practiced with the central goal of maintaining 
the authenticity of the participants’ voices which is critical to a study based on a 
multicultural, postmodern perspective. 
Summary 
This chapter presented a rationale for my choice of methodologies. The influence 
of multicultural and postmodern perspectives guided each choice with an emphasis on the 
authenticity of participants’ voices and a reflexive view of my role as a researcher. A 
view of the overall design of the study was explained, highlighting the intentions of Arts- 
based educational research with an a/r/tographer’s perspective to develop collages in the 
presentation of data and analysis. My strategies for coding and categorizing were 
addressed with regard to the final analysis through three comparative strategies. The 
124 
chapter seeks to emphasize weaving and coilaging the congruency of research questions 
with method of study. 
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CHAPTER 5 
SKETCHES OF SETTINGS 
This chapter presents a series of vignettes about the participating art teachers and 
the communities in which they work, in what I am calling sketches. To sketch is to draw 
quickly, usually in preparation for a more developed work of art. To contextualize the 
experiences of students and the classrooms in which they make art, a view of their daily 
lives and their teachers’ perspectives is offered. These sketches will inform the analysis 
presented through the collages of student voices and teacher voices in Chapters 6 and 7. 
In what follows, I include sketches of four school communities and the 
participating art teachers at: Rayen High School, Kramer Middle School, Amethyst High 
School and Peach Middle School. These four communities share some common attributes 
and also display some distinguishing features. Three of the sites are in the Northeast 
United States, in two New England states; one site is in the western United States. Three 
of the sites are in urban settings in three different states. Each of these urban schools is 
struggling with the requirements of state standardized tests and the resulting state 
interventions aimed to raise test scores. English Language Learners (ELLs) are the 
majority of the population in two schools; and while ELLs are not the majority in the 
other two schools, language diversity is a visible and audible presence those schools as 
well. Student poverty and inadequate resources plague the urban sites while the dramatic 
disparity between the “haves and the have nots” presents unique challenges in the college 
town site. 
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At every school, the art teacher participant demonstrated heightened awareness 
about race, class and language diversity. As will be evident in the sketches, and also in 
Chapters 6 and 7, these art rooms are safe havens for creativity and controversy and the 
curricula offer student choice and rigorous standards. The following sketches provide 
context for how multicultural education and postmodernism may be influencing the 
teaching and learning in these communities. 
Sketch 1: Rayen High School 
I drove to Rayen High School on an autumn morning drenched in a New England 
rainy downpour. My car radio blurted the reports on the US war in Iraq as the number of 
US military deaths passed 1,000 and the conservative estimates of Iraqi deaths were 
announced as 10,000.’ As I pulled into a visitor’s parking space, the yellow school buses 
were reflected in my rearview mirror. The sight of a number of students deboarding the 
bus in military uniforms was startling. I thought maybe I had a distorted view through the 
rear window, so I stood on the sidewalk under my umbrella and watched as more buses 
unloaded. In the stream of mostly African American girls and boys pouring from yellow 
busses - every so often a military uniform emerged. I guessed they were junior ROTC 
members. 
I entered the building with the crowd to hear a booming voice yelling, “Hoods, 
hats, rags - OFF! Hoods, hats, rags -OFF! Hoods, hats, rags -OFF!” The hall monitor, a 
giant man, pushed the visitors sign-in clip board toward me, gave me a name tag sticker 
1 Since my visit to Rayen High School in fall 2004, the death toll in the war in Iraq has increased. On May 
1,2005, The Boston Globe reported 1,572 American military deaths, and at least 12, 247 injured. Iraqi 
deaths are estimated between 21,000-24,000. 
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and pointed me toward the office, never once breaking his mantra: “Hoods, hats, rags - 
OFF!” 
As I struggled to get in the office door with my umbrella, my bag and my 
equipment, I was greeted with “Are you a sub?” When I explained, the staff member 
picked up the P.A. microphone and called Jocelyn Hughes, the art teacher, to the office to 
meet me. She arrived quickly, gave me a warm welcome and swiftly led me down the 
busy, crowded halls to her classroom. Jocelyn identifies as European American and has 
been teaching art for twenty years. She and I worked together in another district several 
years ago and she has worked at Rayen for two and a half years. When I contacted her 
about my visit, she expressed excitement about participating in the research, citing her 
population of students as “having a lot to offer.” On the way down the corridor she 
launched into explanations about the school, the kids, the administration and the 
schedule. 
Rayen High School is listed as a suburban high school on the school web site, yet 
it rests on the border of a New England city giving it the ambience of an urban school. 
Over 90% of the students at Rayen are of African heritage. The rest of the population is 
identified as nearly 6% White, 4 % Hispanic and less than 1% Asian. Students reported 
as receiving free or reduced price lunch is 32%. The teacher reported that the 
administration believes the number of families qualifying for meal subsidies is much 
higher, but that students are reluctant to apply for the program due to social stigma. 
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When we got to her classroom it was already filled with students before the bell 
rang. Most were already getting art projects off the shelves to dive into their work. When 
the bell rang more students straggled in. 
From her comments, it is evident that Ms. Hughes is aware of the role that 
institutionalized racism has played in public schools. As a white teacher, she 
demonstrates heightened awareness of the role of racial identity in education. As students 
were getting settled with their work, Jocelyn quietly told me that she thought it may take 
awhile for the students to warm up to me. She explained that it took a long time for her to 
establish trust as a white teacher in her predominantly African American classroom. Later 
when I asked her what art education programs could be doing to prepare their pre-service 
teachers in multicultural education, she said, “I don’t think it’s about teaching art 
teachers, I think its about teaching all teachers about white privilege, institutionalized 
racism and having honest conversations about that.” 
The art room reflects her commitment to anti-racist education. The walls are filled 
with examples of art work by professional artists of African, African American, Afro- 
Caribbean and Latino heritages, mirroring the backgrounds of the students in her classes. 
Some of the posters include compelling works by artists such as Kerry James Marshall; a 
contemporary African American artist making social political statements in his work and 
Romare Bearden, a biracial artist whose work broke ground in the 1960s depicting both 
urban and rural African American experiences in mixed media. There are books of 
similar content, filled with reproductions by artists of color, strewn throughout the room 
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which obviously get a lot of perusing. The books migrate from table to table as students 
browse the pages and share the subject matter with one another. 
This art room is humming. The radio is on. A few students are plugged into head 
phones listening to a Discman™ or iPod™ as they work. The two computers are 
surrounded by 2 young men and 2 young women who are looking up images for their 
drawings. One of the boys has just fixed the printer and proudly tells Ms. H. that it is no 
longer jammed, and teaches her how to solve the problem should it arise again. The 
potters’ wheel in the comer buzzes as two students take turns trying to center their clay 
that splatters across the walls. At one table, some students are finishing a collage 
assignment. At two other tables students are working with clay in a hand building project. 
Across the room, three students are coloring and shading some drawings. There are only 
fifteen students on the class roster, but several others are welcomed in by Ms. H. to work 
on projects, when they waved their passes from study hall. 
At a clay table, a young man, Jason, looks up at me and says to me, “Miz, you’re 
an art teacher aren’t you? Can you help me?” I sit down and spend most of the class with 
Jason and his friends working on their clay hand building. As I show Jason how to roll 
out a slab, I am wondering to myself, how does Ms. H manage this classroom? So many 
different projects going on at once? Each student seems to be self directed. They are all 
busy and productive. They are all making various amounts of messes with a wide range 
of art media. I wonder if I could handle it in my own art room - I laugh at myself 
thinking I am too much of a control freak. Jason gets the hang of the slab rolling. I show 
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him how to attach pieces of clay together and ask him to show the other students at his 
table. 
After the first class, during a short break, Jocelyn tells me how her teaching and 
curriculum have evolved to address the needs of this grade level and also the identities of 
her students. 
As a high school teacher, I find myself emphasizing 
technique and personal choices rather than other 
artists' styles. I do show, as much as I can - with 
the limited reproductions and slides I have available 
to me - each year, I use my own money to purchase a 
few more pieces for these collections - art works by a 
variety of artists. However, I do tend to show mostly 
African American and Latino American artists - partly 
because that's the majority of my student audience 
here, and partly because these are the artists I'm 
really interested in. I'm especially interested in 
the ways that these artists have maintained their own 
culture and voice in an art world system that 
continues to exclude artists of color from permanent 
collections; and one that finds other ways - 
intentional or not - to devalue their works. My own 
personal interests are in contemporary art - my M.A. 
was in modern and contemporary art history - and art 
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that makes social/political statements. I don't force 
my agenda on my students, but I show them art from 
contemporary artists of many backgrounds and I am open 
to anything they have to say. My goal for these kids 
is to mainly build confident, questioning, critical 
thinking individuals whose eyes are open to the 
discrepancies all around them and help them find ways 
to speak out about issues that directly affect them. 
Jocelyn and I talked about some of the issues that affect the students directly. She 
had a long inexhaustible list. She told stories of her students encountering racism with 
museum staff on a field trip, and her efforts to address it. She sadly, but matter-of-factly 
discussed the amount of violence that students cope with in their daily lives, recounting 
how many students were affected by some recent gang related homicides of young men 
in the community. I asked her about the ROTC uniforms. We wondered if students were 
aware of the disproportionate number of African Americans serving in the military and 
dying in the war in Iraq. 
I want my students to be brave enough to express their 
thoughts - to find ways to create beautiful - or 
disturbing or at least thoughtful - art in a school 
where the visual arts are not nearly as visible as 
they should be. 
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Through her critical approach to culturally responsive curriculum Ms. Jocelyn 
Hughes encourages such bravery in her students to find ways to support art making and 
to make art more visible. 
Sketch 2: Kramer Middle School 
On a sunny, crisp morning in April, I stood in the shadow of the Rocky 
Mountains to meet the art teacher, Stacey Schwartz, who gave me a ride to the school 
from the train station. She greeted me with a smile and pointed to the paper cup in her 
car’s cup holder that was waiting for me. We had worked together seven years ago, when 
Stacey was doing her internship and I was her mentor teacher. She remembered my 
favorite tea. It was very early, but Stacey was wide awake and chatting almost as fast as 
the rush hour traffic about her classroom, her curriculum, her students, and the 
administrators - even the colors of the walls in the school. She wanted me to have a full 
picture before entering the building. By the time we pulled in to the parking lot twenty 
minutes later, I had a flavor for what the school day would hold. 
Stacey was one of the first teachers to arrive to the unremarkable brick building. 
Her early arrival appeared to be routine. Before she even dropped her lunch off in the 
faculty room, she ticked off a list of tasks she needed to accomplish before her first class 
arrived: check notes from the substitute (Stacey had been at the NAEA-National Art 
Education Association conference the previous two days), sort through finished artwork, 
make copies of class lists for me, prepare materials for an art activity for the students who 
finished early, talk to the guidance counselor about a few students, and get organized for 
an administrative meeting which was her first official scheduled event of the day. We 
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made our way down the hall past a commercially produced sign that read “Kramer 
Middle School: Where No Child is Left Behind!” She sighs and tells me, “The No Child 
Left Behind bill put us in the position where we are constantly testing students, and if 
Spanish speaking students write any word anywhere on the test in Spanish, then their test 
is completely disregarded.” She swept her hand up, waved across the sign and said “See 
what I have to put up with?” We passed several bulletin boards that were filled with 
student artworks by Stacey’s students. We also passed several walls that did not have 
bulletin boards, but where Stacey had figured out a way to hold student artwork on the 
stubborn concrete. She explained the logistics of it to me and commented on how empty 
the hallways had been in the past. At the threshold of her art room, she exclaimed to me: 
“I have five sinks, Patty! Five! Do you believe it?” A sink is to the art teacher as the silk 
is to the spider: we cannot work without it. 
The art room was not spacious, and by no means luxurious, but Stacey managed 
to organize it with aesthetics and efficiency. She had hung a huge Mexican flag 
surrounded by bilingual Spanish/English signs and posters of professional artwork by 
mostly Mexican and Chicano artists to cover the largest wall. The art materials were 
organized by color and texture on the shelves. There were displays of masks, dolls, and 
artifacts from various traditions displayed above the cabinet in a curatorial fashion. There 
were more hand-made bilingual signs for organizational and functional purposes and a 
wall filled with student art work. We both rolled up our sleeves and donned smocks to 
dive in to the hectic pace of the middle school art teacher. I filled water cans and refilled 
paint jars while she sorted artwork and checked off class lists. 
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This is Stacey’s sixth year in the art teaching profession, but it is her first year 
teaching at Kramer Middle School. Kramer is populated by mostly Chicano and 
Mexicano families with a large percentage of English Language Learners. The grade 6-8 
school demographics are listed by the central office as 72% Hispanic, 21% Caucasian, 
3% Black, 3% American Indian, 1% Asian. Moreover, 75% of the students receive free 
lunch and 8% receive reduced lunch. Migrant working families whose children attend 
schools in various communities throughout the year are listed as 10%, but the teachers 
report that the migrant population is actually much higher than that. The enrollment 
numbers shift due to the migration of families, but at the time of my study, enrollment 
was listed as 771 students in Kramer’s grades 6-8. The small city of Coppleton that 
Kramer serves is an industrial center where most of the employment involves blue collar 
work in industry and migrant farming, located twenty miles from a much larger urban 
center. 
Stacey was so pressed for time, she checked the clock every 4 minutes as she 
hurried through her tasks. After a half an hour, she said, “OK we have to stop and be 
ready for our meeting.” Once a week the principal and vice principal meet in Stacey’s 
room with her team. Her team is comprised of teachers from music, physical education 
and technology education departments, and Stacey, the only art teacher in the school. 
Stacey referred to the meeting later in the interview and her efforts to build a coalition on 
her team to address what she perceives as a misguided plan by the administrators to 
change the way courses will be registered and scheduled which will negatively affect 
class size and student choice. She coped with large class sizes of up to 38 students the 
first half of the year. The migration patterns in the community cause the large class sizes 
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to shrink by this time of year - April - down from 38 to anywhere from 20 to 26 students 
per class. Also, Stacey mentions that expulsion also affects class size, citing that she lost 
at least fourteen students to expulsion so far this year. 
During the administrative team meeting, the guidance counselor asked the 
teachers to name students who might qualify as gifted and talented, and passed around a 
list of students who were already identified as such. The principal reviewed the procedure 
they would be using for registering and scheduling courses next year. When teachers 
asked questions about the efficiency of the procedure and its educational soundness, they 
were told the decision had already been made. Then the principal called everybody’s 
attention to a newspaper article that appeared in the local press that week naming Kramer 
Middle School at the top of the list of the state’s “most dangerous schools.” This label 
resulted from new legislation under the No Child Left Behind Act. This qualification 
allows parents of children in that school to transfer to another school. The criterion for 
the label was determined by the number of “deadly weapons” reported in the school. 
However, the principal explained that she has named the dangerous use of a ballpoint pen 
as a “deadly weapon” so that she could appropriately discipline students who are using 
any violent behavior. She views the recent “most dangerous school” report as punishment 
for cracking down on violence. In a community that struggles with gang and drug 
activity, she stated a need to set firm, clear boundaries. The teachers at Kramer just roll 
their eyes at the newspaper article and retort sarcastically, “So Columbine isn’t the most 
dangerous school in this state?” The principal checks her watch and the meeting ends 
abruptly. 
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Stacey discusses her frustration about four major issues from the meeting: the 
registration and scheduling policy, the so-called gifted and talented criteria and the 
newspaper labeling the school as the most dangerous school in the state coupled with the 
administrator’s explanation, as well as the subtext of teachers having no voice in decision 
making. She is self reflexive about how such a meeting, the attitudes of co-workers and 
administrative decision may affect her teaching. 
At the beginning of year... I just walked into it. 
People didn't seem that friendly, to me. It was like 
"Oh you're here - oh good luck....oh" (in a mocking 
voice) ....they were exuding their negativity of the 
school and - a lot of negativity about the kids, "Our 
kids can't learn respect, our kids don't have respect, 
our kids are so low level, they don't even try, they 
won't try." And then a lot of their comments having to 
do with families and family life... "and parents don't 
care". And some of those instances, it is relevant for 
some children, some of their parents don't care. 
Those kids go home and their parents are doing drugs, 
or their parents are in prison and they're living with 
another family and they really do live hard lives. But 
it's really complicated. I think at the beginning of 
the year, I was on guard.... while I trusted my students 
and wanted to trust them, I think I was kind of buying 
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into what a lot of other teachers around me were 
saying, like "You gotta be strict" .... But you know 
there's a way to be strict and still be trustful and 
listening to students and be respectful as a teacher. 
I think I may have been exuding too much of that 
negativity - of the classic teacher who doesn't listen 
to the kids, doesn't listen to what they want or what 
they like. I was letting their negativity in...I had to 
work really hard against that... 
While she is venting quietly to me, her first class of the day enters, and Ms. 
Schwartz is ready. No negativity exuding here. She greets them with a warm smile and 
the students gather in the “meeting area” around a big bulletin board where they chat 
quietly in English, Spanish and Spanglish while choosing a seat. These are eighth 
graders. Many students greet her with, “You’re back, Miz!” and “Cool, the sub is gone!” 
When she begins the explanation about finishing the art lesson they started earlier in the 
week the entire group falls silent and most eyes are on her demonstration of painting the 
background of their artwork that depicts their identities. One boy tries to distract another 
with an electronic toy, but is scorned by his friend to put it away. Now, every student is 
attentive. This does not appear to be a school populated with “the most dangerous” 
students. They hang on her every word. They sit, listen, discuss and question for about 10 
minutes, and then as they move to their art tables, an excited chatter erupts that continues 
throughout the class period. 
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Students work enthusiastically. Most are involved in their work and very proud of 
their products. Several want to show their paintings to me and explain the symbolism and 
meaning in their work. A few students are struggling with technique or ideas and Ms. 
Schwartz works with those students individually while the rest of the class works on their 
paintings, attends to their materials and supplies and shares their work spaces quite 
independently. She moves from table to table commenting about artwork in English and 
also with a few Spanish phrases. Occasionally a student will giggle and correct her 
Spanish pronunciation; Ms. Schwartz laughs with them and thanks them with “gracias” 
for teaching her and for being patient with her while she is learning Spanish. They work 
for 25 or 30 minutes and then Stacey cues the class that they have 5 minutes for clean up. 
Each art table is a team responsible for their own space. Teams of students efficiently 
wash brushes, put away artwork and count how many pencils should be in their pencil 
jars. There would be lots of opportunity to goof around or cause trouble, but instead 
students are dedicated to helping each other clean up and helping Ms Schwartz get ready 
for her next class. 
Ms. Schwartz teaches 6 classes everyday. Two eighth grade, two seventh grade 
and then two sixth grade classes. Each class period lasts 45 minutes. Her lunch period is 
25 minutes and her room is filled with students the whole time. They arrive at her door, 
lunch trays in hand, asking if they may have lunch in her room. She quickly signs a pass 
to welcome them in. Stacey sits down for approximately 7 minutes during lunch. The rest 
of the time she is preparing materials. The classroom routine is repeated with variations 
on subject matter and art media throughout the day, everyday. I comment about the 
cooperative attitude of the students, their willingness to share materials and ideas, their 
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attentiveness to her instructions and discussions and their enthusiasm for participating in 
art making. Stacey comments: 
I tell them: I want you to express what's important to 
you. I want you to express, to tell the world about a 
place that's important to you when we do our collage 
lesson. I want you to tell about your identity, what 
is important to you, your identity. Who are you? Where 
do you come from? What people are important to you? 
What things do you do that make you who you are? 
She hopes that her focus on identity and expression engages her students and helps build 
a sense of community in her art room. 
Sketch 3: Amethyst High School 
As I entered the sunny, clean corridor to Amethyst High School, a hall monitor 
greeted me by name and asked me why I was not teaching in my middle school 
classroom a block away. My answer to her, with a brief explanation of my research 
project, reminded me of my insider privilege at this site which provided easy access to 
familiar faces, most of whom were eager to answer my questions. Those advantages also 
presented challenges about researcher subjectivity and my responsibility to develop an 
analysis as free of my pre-conceptions as possible. 
I stopped by the display case that exhibited two huge quilts created in an art class, 
with Geena Papadopolous, the art teacher who participated in the study. Each quilt square 
used a special photographic process to depict a face of an Amethyst High School student. 
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A sign on the display reads “This quilt was created by our community, for our 
community as a symbolic representation of our diversity and our unity.” 
Down the main school corridor, on my way to the art hallway, I pass by several 
painted wall murals. One mural depicts a scene of a traditional Cambodian dancer with 
the Angkor Wat temple in the background, another portrays an oversized portrait with 
graffiti-like lettering with the phrase “peace, unity, love, respect” in the frame, other 
murals illustrate ocean beaches, students playing string instruments, tropical fish and an 
M.C. Escher-like cityscape. Each mural was created as an independent project by a 
different student or group of students in collaboration with the art department. 
Amethyst high school resides in a New England college town. It is the only site in 
this study that is not an urban school. It benefits from the philosophical commitment and 
material resources of a college town community. However, Amethyst is by no means 
homogeneous in terms of race, class and language of the families served by the schools; 
The demographics - which are in constant flux - reflect greater disparity among the 
student body than some urban settings. The circumstances set up unique challenges in a 
school system that has a written pubic policy on its commitment to multicultural 
education. The school web site describes Amethyst High School as 
...a four-year comprehensive regional school serving four adjoining towns. AHS 
is accredited by the New England Association of Schools and Colleges. 
Enrollment is 1,392 with a Senior class of 333. The student body is culturally 
diverse with a population that includes 73% Caucasian, 10% African-American, 
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9% Asian, 7% Hispanic, and 1% Native American, and includes native speakers 
of 24 languages. Masters or doctoral degrees are held by 89% of the faculty. 
Amethyst High School serves families from a mix of socioeconomic 
circumstances with 20% of the families qualifying for free school lunch. There are four 
art teachers at Amethyst High School. The teacher in the study, Geena Papadopolous, 
identifies as biracial (Latina and Greek) and is bilingual in Spanish and English. She has 
been teaching art for five years. I have worked closely with this teacher in settings 
outside of school, and I am familiar with her curriculum and pedagogy, but I have never 
been in her public school classroom while she is teaching. 
It is easy to find the art rooms in this school because amplified music is usually 
pouring out of the door from the stereo. This morning a Dave Mathews Band CD was 
blasting, quickly followed by a mix of several rap artists. I walked into the art room about 
5 minutes after class had started. Students were concentrating on their drawings. One 
student, Leah, looked up and recognized me; it had been three or four years since I taught 
her and most of these students during their seventh grade year. Leah jumped up and ran 
over to give me a hug. “We’ve been waiting for you!” she said. Several other students 
followed Leah’s lead. Lots of greetings and hugs ensued. I became more self conscious of 
my multiple lenses of teacher, researcher, and my insider status in this setting - not to 
mention feeling uneasy about totally disrupting the research setting. The teacher, Geena 
looked up from behind a giant painting where she was assisting a student, and smiled at 
me. She was completely unconcerned about my welcoming party. With no direction from 
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me or Geena, the students meandered back to their seats, telling me they had lots of work 
to do. Several invited me to see their work. 
They were sitting in pairs, across the table from one another. The assignment was 
to develop a portrait drawing of the person with whom you are partnered. Geena later 
explained to me that she usually encourages students to sit wherever they choose. 
However, for this art activity, she assigned who would be partnered with whom. One of 
the objectives was to “get to know somebody you do not usually hang out with.” To 
begin this project, the students interviewed one another in their partner groups. Geena 
provided guiding questions for the interviews but also assigned students to develop some 
original questions. They took detailed notes about their partner’s answers. Eventually the 
information culled from the interviews would be translated into the imagery in the 
completed portrait. 
This art lesson reflects some of the qualities that Geena told me she was aspiring 
toward by defining her role as art teacher as: 
...one of the people who peels the onion layers back and 
tries to expose the core of the experience of being in 
school - of being American - of being whatever your 
identity is in this place. Putting up a mirror to 
everything- a mirror that is large enough for the 
entire student body and faculty and staff and 
administration to see. The art teacher is the person 
that runs a thread through everything as much as 
possible - makes connections and does the job of 
exposing things like bringing the walls down, and 
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blending those borders that are set up for whatever 
reason. 
The portrait-of-a partner lesson deliberately positioned students to blend borders 
and bring down walls in their social circles. In other curriculum, Geena described her 
effort to draw directly from student needs and experiences while pushing them to 
reconceptualize the boundaries of what gets included in art. 
I was noticing how much they write each other 
notes. Thinking about text messaging and different 
ways kids communicate, IM-ing and relating that to 
what I did with the technology grant last year. I am 
thinking about text and image - and image and the 
conceptualization of text as art. Text art. The 
students have a dichotomous understanding of art and 
text. They think, "This is my science homework and I 
am making this graph but then I have to add this 
text." For the most part they see their school work as 
one mode: text. I wanted to bring that in and collide 
the worlds. Today I showed them that we can write in 
the primer (the undercoating of the canvas). The 
primer helps them think about layering. With layering 
- even if this text gets completely covered over - you 
as an artist know it's there, so it is significant. I 
talked to them about layering text, overlapping text, 
inverting text, enlarging and shrinking text and then 
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text from everywhere - everywhere you can get text - 
everywhere that it's OK to get it. Can we write our 
own poems? YES! Can we use song lyrics? YES! I was 
like, " Whatever!" Yeah, where? Everywhere! I don't 
care if you use the Constitution - wherever you want 
to get text. 
The curriculum that integrates students’ interests and needs is evident on the walls 
of this art room that flows with an atmospheric blend of calm and enthusiasm. Most 
students are busy drawing and advising each other on their work while a few are 
negotiating the next musical selection for the stereo. Geena will teach three long blocks 
of classes that last between 65 and 90 minutes. She teaches Foundations of Art courses 
and one Photography course, and when combined with study hall duty and lunch duty, it 
gives her a full time load for the trimester. She talked about the hectic pace of the school 
day and trying to make space for developing new curriculum ideas while bringing 
relevant meaning to the art program. She emphasized the importance of creating a space 
where teachers and students can discuss current events and political issues that are 
affecting their lives. One strategy for creating that space was through an after school 
student group that evolved into a multimedia, social justice performing arts group. She 
somewhat accidentally became the faculty advisor and facilitator of the group that has 
continued to meet and work for several years: 
That was a space where I could just have this big 
old blank canvas. That's how we called it right in the 
beginning. There was a political bent. That was the 
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point of starting the group. Immediately after 
September 11, 2001, the students felt there was not a 
space where they could dialogue about what was 
happening in the world. The kids brought the political 
bent. They were scared that we were going to go to 
war. They were scared that we were going to be 
continuously attacked. Slowly as they learned more, 
they realized the different things the government was 
doing that they disagreed with, and the different ways 
that our government was affecting education. Slowly it 
trickled out away from September 11 in the years after 
that. 
They couldn't help but look at it from that 
political angle. They couldn't help it. Because there 
was no other place where that was happening within 
their day. They are sitting in their classrooms 
everyday thinking: this is not pertinent, this is not 
pertinent, this is not pertinent. It got to a point 
where they were just really frustrated and they needed 
a place they could learn more and just talk about it. 
As a group of students they created a meeting and put 
out a call to come to the meeting. They put posters 
up that were really obscure - something like "Are you 
worried about the world?" I was the only staff person 
146 
who went to the meeting. It slowly unfolded into the 
social justice theater multi media art - and I brought 
the multi media piece. We figured out that a good 
forum for this is video. They brainstormed: What's the 
most acceptable way to communicate this thick 
information? How do you think you are going to get the 
whole school's attention in the stage in an assembly? 
What I loved about it was that it was after 
school. It's free. It's open. Bring what you will. 
Whaddya got. I don't have to take attendance - I do 
take attendance just to keep the group gelled and 
check in with folks- Let's talk about some real 
issues. There's no bell. No formalities. 
Relationship building is a core component of what Geena views as effective 
practice both during the school day and in after school groups. 
The relationship piece I think is incredibly 
important to the multicultural piece or any kind of 
education that is talking about issues that are 
relevant to them. There is no way any human being is 
ever going to open up to any other human being if you 
are not finding a space that feels safe. Setting that 
tone right away is really important. Some kids never 
get to it because they are just not ready or they 
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express themselves a different way - that was the most 
challenging thing for me. 
Geena is a teacher who takes on the challenge of kids who “never get to it” by 
providing a curriculum that pushes students’ comfort zones while drawing on their 
interests in a safe space for expression that emphasizes the intersection of the personal 
and the political. 
Sketch 4: Peach Middle School 
On my way to Peach Middle School I drove through the city of Hastings where I 
pass block after city block of old, abandoned textile mills that have lay dormant since the 
industrial crash of the seventies. The unemployment and economic plight of this 
community is played out in its public schools. The evidence emerges in lack of resources, 
and high teacher turnover combined with interventions from the state department of 
education: a familiar scenario in many US urban schools. 
I waited near the front door of the building for Linda Bately, the art teacher who 
agreed to participate in the study. It was mid-June; there were only two weeks left in the 
school year. It was 7:00 AM and I was already too warm. A school bus arrived and 
students spilled out wearing flip-flops and shorts. Many t-shirts, hats and back packs 
were adorned with the Puerto Rican flag reflecting the pride and solidarity of over 75% 
of the student population who identify as Puerto Rican at Peach Middle School. 
Conversations in Spanish, English and Spanglish rang through the halls as more busses 
arrived and the kids rushed to their lockers. English Language Learners comprise 65% of 
the student body, while there are approximately 22% White students and 3% African 
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American students. Over 75% of the students qualify for free school lunch. In this 
district, 6% of the students met the standards on the mandatory state standardized test in 
math, and 26% met the standards in English language arts portion of the test putting 
schools in jeopardy of being “taken over” by the state. 
Peach Middle School serves grades 6-8 with an enrollment of 923 students. 
There are four art teachers at Peach. The teacher in my study, Linda Bately, is European 
American and has been teaching art in this district for over thirty years. She arrives and 
introduces me to her colleagues. Linda is the head of the art department for the city 
schools. She appears to know every student and every staff member by name. They all 
say hello to her. We stop in the office for my visitor’s pass and we walk at a quick clip to 
get to the art corridor. On our way there we pass several brilliantly painted wall murals 
on a wide range of themes. Linda explains that she has been in this building for just two 
years since the city closed down the magnet middle school for the arts where she used to 
teach. She is still frustrated and angry about the demise of that program. She takes a deep 
breath and points out the color of the walls in the hallway. One of her first goals when 
she was transferred here was to cover these walls with murals. From my estimate, she is 
close to accomplishing that goal. 
When we came into the building the walls were all dark 
green on the bottom half and dirty cream color on the 
top half. I convinced the principal, and she 
aggressively pursued funding to get the building 
painted. She screamed so loud and clear about the 
green, they funded just enough to paint the bottom 
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half of the walls! The bottom half of every wall on 
every floor. The kids couldn't believe it. As you can 
see we still have the dirty cream color on the top 
half. 
The murals make a dramatic display of student work throughout the school. With each 
mural, Linda tells a story about which art teacher facilitated the work and how many kids 
worked on the design. 
We arrive to her classroom and she points to the board where a list of state 
standards and goals are printed. She explains to me that Peach Middle School was labeled 
a “failing school” by the state department of education because its collective scores were 
among the lowest in the state on the recent state standardized test. Linda explains how 
representatives from the state department of education keep the school under surveillance 
with strategies that appear to be irrelevant to student achievement and teacher 
effectiveness. 
The state requires that we put the goals on the board 
every day. Do you have to do that? Every day you have 
to put goals on the board? The state requires us to do 
that! The state is coming in next Wednesday to do an 
observation, four days before the end of the school 
year! They are going to come into every single class. 
They are going to inspect our plan books. They want to 
see (wrrting) samples. I have to do writing samples 
every month. I have to grade those. You're going to 
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faint when you see the documentation we have to go 
through. We are working so, so, so hard. 
She takes a deep sigh and acknowledges the challenges of meeting the needs of the whole 
student within the art program amidst such constraints by the state. The tensions between 
state requirements and art curriculum become clear. 
Now, how does multicultural education fit into that? 
Well, if English language acquisition and some of math 
and some of science does not fit into your art 
program, - then you are going to have a very flat art 
program. If you are just doing multicultural education 
and not supporting English Language Learners and not 
dealing with the vocabulary on the wall, then you are 
not doing multicultural education, you are not. You 
are teaching multicultural art but you are not 
recognizing that we are live in a pluralistic society 
- and like it or not - these kids have to pass the 
REGC tests [the state's high-stakes graduation 
requirement] - or they are not graduating from high 
school. We do them a tremendous disservice if we say 
"No, nope, nope this is art, and I'm only going to do 
art, I'm not dealing with all that stuff." Well, you 
have to squeeze this stuff in and trick them into 
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taking the caster oil or cod liver oil. You gotta 
trick 'em. 
If she is weary from the state impositions and administrative intrusions, her 
students never know it. They enter the room, quickly find their way to their seats and get 
out the drawings they have been working on. It is a portrait lesson with pencil. Today, 
“Ms. B” — as the students call her — asked them to focus on lights and darks. They are 
learning to see shadows and develop value scale within their work. They are all working 
diligently. Some students hold up their drawings to show one another and discuss certain 
qualities and get right back to work. Ms. B. makes her way around the room to students 
who are struggling, but there are a lot of students and only one teacher. A few students 
are frustrated from waiting, and ask me for help. I sit down and help cautiously, not 
wanting to impose. Ms. B. nods her approval to me. The students chat with each other in 
English and Spanish, and politely translate the Spanish for my benefit. Some of these 
students have taken courses with Ms. B for 3 years. A few of them came with her from 
the magnet school. They all talk about her with respect and affection. They take pride in 
their work because Ms. B has supported their efforts. One student told me: 
I like getting the shadows and light. I did it with 
watercolor. It was really hard. I messed up on one, 
but she let me start new. I like drawing the bottles 
and the still life. Teachers should say: "Don't give 
up, don't get down - you can do it". They break it 
down into certain ways to see shapes. You can see it. 
It is easier to draw that way. 
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After the first class is dismissed Linda B. stands in the hallway and greets every 
student who passes her room. Her presence in the hallway is inescapable: she 
affectionately but sternly reminds them about dress codes, appropriate language and 
getting to class on time. She has a brief planning period which she dedicates to our 
interview, more tours of the school murals and introducing me to other art teachers. She 
will teach another drawing class and a painting class today as well as supervise other art 
teachers and complete piles of paperwork for the upcoming inspection by the state. 
In addition to her full time job in the city schools, Linda is also an adjunct 
professor of art education at the local state university where she achieved a doctorate in 
multicultural education over a decade earlier. She compares her years of experiences in 
urban education to the perspectives of the young pre-service teachers in the art education 
program. Her comments about how art education programs could change to better 
prepare teachers for the challenges of urban schools bounce around from teaching more 
methods courses to providing more social justice education. 
I think we need more methods courses, and a course 
that deals with visual culture and visual literacy and 
how to deal in a pluralistic society. These students 
come out of the university and they have no clue that 
we have kids in school who have STDs, who are 
pregnant, who are married, or who are not are not 
married and are 15 years old and are living with their 
boyfriends. The issues of poverty. We have third 
generation poverty here. There are kids here whose 
parents I've taught, who were from poor families and 
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it's not changing. Our university students are so 
unprepared for that. There is so much that has to 
happen. So many things that students need to know when 
they are going out. 
But the country isn't interested in that, so what 
do we do in the meantime? In the meantime, we need to 
take the Whites who are there, in teacher education, 
and spend more time requiring the Whites to take these 
courses. There is no reason why our undergraduates 
cannot take a course in social justice issues. There 
are some fabulous courses. I remember I took this 
fabulous course at the university on the history of 
minority education in the US. And another one about 
the internalized oppression of women. 
Linda’s daily life in urban schools for three decades has shaped her perspective of 
what art teachers need to know. She sees the need for thorough methods and materials 
courses to give teachers the tools of the trade. She couples this with a vision of a program 
that prepares art teachers to address the “savage inequalities” (Kozol, 1992) experienced 
by the students and families arriving at her art room door. 
Summary 
The four teachers in this study work in four very different schools, yet they share 
certain struggles and attributes. Every art teacher greeted me with comments about the 
visual appearance of the school building: the color of the walls, the display space - or 
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lack of display mechanisms, the need for murals, the structure of the physical plant and 
the placement of the art room. These conversations were not focused on how to decorate 
a school; rather they emphasized display of student knowledge in the physical space and 
use of the physical space as a countemarrative to hegemonic messages of failure. The 
emphasis on the visual culture of the greater school - outside of the art room - speaks 
volumes to how these art teachers view their role in the school. They all share concerns 
about the achievement of their students from marginalized communities and the role art 
may play in student resistance to hegemony and in student engagement for academic 
achievement. 
Of the four schools in the study, the three urban schools are populated mostly by 
children of color, and the art teacher identitified as White or European American in these 
three settings. Two of those schools have English Language Learners in the dominant 
percentages. The third of the urban schools as well as the college town school also have a 
strong presence of multiple languages spoken by the students. The teacher in the college 
town school identified as biracial and bilingual. Sadly, but not surprisingly it was the only 
one of the four that was not starving for material resources and adequate physical space. 
Every teacher indexed race, ethnicity, language and poverty and the relevance of teacher 
expectations and student expression within those indexes. 
In Chapter 6 and 7 we learn what the teachers and art students in these 
communities think about teaching and learning in multicultural art classrooms in the 
postmodern era. A collage of student voices juxtaposed with a collage of teacher voices 
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will bring the theories of multicultural education, postmodernism and visual culture to 
life. 
♦ 
4 
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CHAPTER 6 
MIXED MEDIA COLLAGES: STUDENT VOICES 
The world is full of problems that art can make better. ” 
The sketches in Chapter 5 offered a flavor of the environment in which the 
participants engaged in art making and art learning, setting the stage for analysis in 
Chapters 6 and 7. In Chapters 6 and 7 I present the analysis of the data in the form of 
collages. In art making, a collage may be created with a variety of media that is layered 
and glued together into a cohesive whole. In this dissertation, I have adapted the method 
of collage making to analyze the data by layering and gluing together many participants’ 
voices with an analytical introduction and summary. 
When I was in studio production, creating visual art collages simultaneously 
while creating these textual-analysis collages, I chose to work on wood panels. I selected 
wood because I wanted a substantial material that would hold up to heavy painting, 
scratching printed text, thick gluing of photographs and layering drawings. However, I 
chose a small, intimate format - the 10 inch square - to beckon the viewer into the worlds 
and voices that I was attempting to portray. Small format, thick paint, pseudo- 
decipherable text, manipulated photos and portrait drawings all combined to create mixed 
media collages that provide barely a glimpse of the lived experiences of the participants 
of the study. I made nine collages, each one illustrating a discrete motif. In art making a 
motif is a distinct idea or image that is often repeated to bring cohesiveness to a series of 
works. 
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That is all I can hope to do here in the printed text collages. These collages are 
only glimpses; they provide one intimate view. I invite you to listen closely. I offer some 
analysis, and I hope also, some “aesthetic order” (Lawrence-Lightfoot, 1997). There may 
be many more analytical viewpoints and there are most certainly thousands more 
moments and glimpses of the life of these classrooms springing from the voices of these 
participants. Consistent with the methodology outlined in Chapter 4, with a sociocultural 
perspective and a postmodern consciousness, my aim is not to prove or disprove a 
hypothesis, but it is my intent in Chapters 6 and 7 to firm the ground for generating 
theory in the final chapter of this dissertation. 
Constructing a Collage of Voices 
The organic process of mixing paint, gluing tom photos, finding “happy 
accidents” in the surface texture, layering drawings and scribbling crayon into a collage is 
a challenge to translate into the linear process of writing. To aid in the organization of the 
text, for the purpose of Chapters 6 and 7, each textual-analysis collage has several 
components in a mixed media presentation: 
6. the title of the motif, 
7. some introductory descriptive analysis, 
8. subtitles drawn from the coding process 
9. several paragraphs of participants’ voices within each subtitle and 
10. brief summative comments . 
The distinct motifs signify a conceptual understanding of multiple literal language 
codes. These motifs aim to tie the full collages to the research questions and make the 
implications more visible. I present multiple participants’ voices in one collage to 
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emphasize each motif rather than isolating the words of a single participant. Each brief 
paragraph represents the words of a single participant copied directly from the data. My 
intent is to present the collage of these various paragraphs from a wide range of 
transcripts to point to the dialectical nature of the data “talking to one another” across 
sites. Of course, these art teachers and art students were not speaking to one another in 
actual time and space. By layering their words into a collage, cross-site motifs are made 
visible. What is found in the overlap of insights and in the spaces where the edges meet 
emphasizes the common understandings and, in some cases, unanswered questions. 
Each motif is signaled by a small square diagram preceding the textual collage. 
Speech balloons fall under the motif title to illustrate the transcript excerpts that defined 
the subtitles as in the generic diagram below. 
Figure 4. Generic diagram of collage. 
Research Design and Analysis 
For clarity, I revisit the process illustrated in Chapter 4.1 began the study with a 
flexible research design that recursively moved from empirical data development (such as 
transcripts) to refining the fieldwork to noting emergent themes (Lawrence-Lightfoot, 
1997) or meta codes (Miles & Huberman, 1994) which fed the cyclical work back into 
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empirical data development. From that flexible research design, I analyzed data with 
three comparative strategies. First, I created some initial codes by cross-site analysis of 
codes and context. Second, I engaged with the reflections of the art teacher focus group 
which helped to name and categorize the codes. Third, I compared these codes with the 
current, relevant literature in art education and multicultural education. The process of 
writing connected field notes and data to conceptual ideas in the course of theorizing. 
That research design and analysis led me to coin several codes into one motif, so that 
each collage could represent a single motif. In total, four motifs were developed from 
student voices and five motifs were drawn from teacher voices to construct nine collages. 
The diagram from Chapter 4 on the next page serves as a reminder. 
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Figure 5. Overall research design and analysis. 
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Why two chapters? 
In this chapter, I present four collages of student voices to illustrate motifs that 
emerged through the analysis. It will be followed by Chapter 7, which exhibits the 
collages of teacher voices. The analysis was divided into two chapters to emphasize the 
distinction that I heard between student motifs and teacher motifs. In my initial analysis, 
my instinct was to paste teacher voices and student voices together into single collages. 
My hunch was that teachers and students might both be discussing common themes, for 
example, they might all be discussing issues of identity development, or curriculum 
choices. But when I attempted to sort the data this way, it was obviously a force fit. The 
student voices and teacher voices fell into relatively distinct codes, with the exception of 
only one common motif, that of visual culture (which will be discussed in Collage 4 in 
this chapter of student voices and Collage 9 in the next chapter of teacher voices). One of 
the aspects of analysis was the visibility of relatively discrete discourse communities 
between teachers and students. Hence, the analysis is presented in two separate chapters. 
In both Chapters 6 and 7, each collage is compiled to address the investigation of 
this study: first, the collages illustrate how multiculturalism and postmodernism are 
informing teaching and learning in multiple ways in the art classroom, and secondly, the 
collages amplify what art teachers and art students say contemporary art teachers need to 
know to be effective in the postmodern era. (My third research question which asks: How 
can collages of public school art teachers and their students inform how multicultural art 
teacher preparation programs may be reshaped for the postmodern era? will be 
addressed with implications in Chapter 8.) 
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Collages and Analysis 
To construct the collages, I coded transcripts from interviews, description of art 
work and classroom talk from both formal discussions and classroom chatter. The 
students’ transcripts were derived from all of these sources. The four art teachers who I 
sketched in Chapter 5 were primary participants in formal in-depth interviews. There 
were other art teachers at some of the sites who also joined in conversations and added to 
the data, but not in formal in-depth interviews. I also used the transcripts from the art 
teacher focus group to support the coding. The codes were selected by systematically 
reading transcripts for common, recurring topics across sites and across participants. The 
art teachers of the focus group made suggestions based on their perceptions of what was 
going on in the data, which supported my view of the recurring topics. After these 
recurring topics were coded, I systematically pasted data fragments into broader themes, 
which I am calling motifs. The reader of these collages will hear cross-site analysis by 
nature of the multiple voices pasted into one collage, as well as hearing the reflections of 
the art teacher study group. The comparative analysis of the literature is included at the 
end of Chapter 7. 
Motifs from Student Voice 
When analyzing student voices, four major motifs appeared as patterns and 
interrelationships among the data: 1) Students expressed the significance of teacher 
solidarity with, and empathy for, students. 2) Students cited the need for representation of 
student voice and identity in the curriculum. 3) Students named the desire to be held to 
high expectations. 4) Students viewed visual culture - the inclusion of popular culture, 
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new technologies and visual forms previously not included in the art world - as essential 
to their communication and knowledge construction. 
When asked about what art teachers need to know and do to effectively teach 
students of today, the most common initial replies from students cited “patience” and 
“humor” followed by a need for teachers to “ask students about their identities, directly”. 
The students’ frequent remarks about patience, humor and caring point to what Sonia 
Nieto (2005) has framed as a “combination of solidarity and empathy, which can also be 
described as love” (p. 206). When questioned about what art teachers can do to 
understand the culture and identities of their students, a motif was revealed with students 
urging teachers to “ask me” or “ask us.” These student participants repeatedly expressed 
the necessity of teachers including student voice and student perspective in the 
curriculum, which often translated into themes of social and political relevance. This was 
closely tied to the motif of being held to high expectations through skill development. 
They also referred to contemporary art, multi-media and technology media - aspects of 
visual forms that have come to be known as visual culture in the art education discourse - 
as sources of inspiration, confusion and negotiation for art making and meaning making. 
In what follows I present four collages of student responses to the questions in 
Appendix A. Marsha, a student at Amethyst High School told me: “I am really glad you 
are doing this project, so many media references are made from a professor’s point of 
view or teacher’s point of view, or a psychiatrist’s point of view, but it’s always good to 
get another person’s point of view - like a student, or a younger person. A lot of people - 
instead of talking to us or asking us - they just assume things, so I am glad you are 
asking.” 
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Marsha’s concerns and those of over one hundred student participants are made 
audible through these collages. 
Collage 1. Solidarity and Empathy; 
Patience 
Teacher identity in relation to 
student identity and language 
Figure 6. Collage 1. 
Collage 1: Solidarity and Empathy: 
Be patient and funny and adjust to my environment 
The first collage is named solidarity and empathy following Nieto’s (2005) 
qualities of caring and committed teachers. Three recurring responses: 1) patience 2) 
humor and 3) teacher identity in relation to student identity and language were coded and 
eventually developed into the first motif of solidarity and empathy. The first two qualities 
emerge vividly as patience and humor. Students cite patience as a way that teachers 
demonstrate an understanding for variations in learning styles, world views and pace of 
student work. The classroom clock and school schedule are frequently linked with a call 
for patience. The students are keenly aware of the limits of the classroom schedule, but 
they believe that if a teacher has patience and allows students to take their time, then they 
will do their best work. In this way patience is one of the core components in a teacher 
who demonstrates solidarity with and empathy for students. 
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The quality of humor emerged amidst chuckles and laughter in most student 
interviews. While students value a good joke and an entertaining adult, they do not view 
their art room as all fun and games. On the contrary, they view it as a safe haven in the 
school to accomplish serious work and at times, the only place where their voice is 
valued and their opinions honestly expressed. Some students said the art teacher 
understood their ideas more than other adults in the school. Other students said making 
art was a way to get their ideas across honestly. The quality of humor seems to live in 
these art rooms as a cushion from the hectic pace of the school schedule and some of the 
disparaging situations faced by urban students both in and out of school. In their 
descriptions of the art classroom. Many students who called for humor as an important 
quality in art teachers also cited relief from the social pressures of the hallways and 
cafeterias, the “boring” assignments in some academic classes and the “mean attitude” of 
some administrators. 
The third quality of Collage 3, teacher identity in relation to student identity and 
language, is a more complex web of teacher identities that push against historically 
dominant perspectives. Students address institutionalized racism and invisibility of 
identities that they have experienced in many school settings. In reference to the 
significance of the racial identity of the teacher, students say that teachers “can adjust to 
the environment and to the students” if the teacher is White and the students are people of 
color echoing Nieto’s assertion that teachers can “become multicultural people” (2004, p. 
383). They believe it takes time, but they notice that some White teachers “get it” while 
others “never adjust.” Without diminishing the need for more teachers of color in the 
schools, they also note that a simplified approach to matching racial backgrounds of 
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students and teachers isn t enough to make an effective learning environment, pointing 
out that a teacher may be the same race as the students but still have a problematic 
relationship. These students are taking up a postmodern discourse about racial identity 
that views race and culture as a socially constructed, discursive process rather than an 
essentialized, fixed trait. Teacher educator Gary Howard (2003) addresses issues facing 
White teachers in diversely populated classrooms by arguing, “It’s not about being white; 
it’s about how you do whiteness” supporting the assertions of these students who view 
their White art teachers enacting solidarity with and empathy for their students. 
In tandem with replies about teacher identity came comments about language. 
Many of these participants are constructing a sociocultural view of language and tied it 
directly to comments about culture and identity. They refer to language differences, but 
they also discuss language in use. They want their art teachers to understand the way the 
students’ speak, i.e., the use of slang, Spanglish and youth culture codes. They expect 
teachers to code switch by using “school language” when giving directions and youth 
vernacular to chat with them. When asked if they expected this of all teachers, many 
students replied with comments similar to: “Well, other teachers don’t know, but she’s 
the art teacher - she gets it!” In addition to teachers taking up youth voice through 
language use, many English Language Learners viewed the art class as a place to create 
informal two-way immersion experiences whereby students teach one another their native 
tongue. Students are pointing to the art room as a place of critical intersection of their 
voices, their expressions and their questions. They paint a counter-narrative to the views 
of school administrators about what happens in the art room. 
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In what follows I present Collage 1 in three parts: 1) patience, 2) humor, and 3) 
student identity and language to amplify the motif of Solidarity and Empathy. To 
distinguish the voices of the students from my narrative and analysis in the text, the 
student voices will be printed in Courier font; the rest of the dissertation imprinted in 
Times New Roman font. 
Patience 
You have to teach them to be calm, be at peace, be 
peaceful. You don't have to rush things. Tell them to teach 
kids calmly and not rush them. When the kids are rushing 
they mess up their artwork and then they think they did a 
bad work. You have to tell them you are proud of them. 
Support them. By being kind, by being calm about it. Don't 
be mean. Explain. 
Don't scream. Be nice. Get a whistle, but don't 
scream. Be calm. 
Sometimes a teacher - they already know it and they 
jump ahead more and they don't really get the parts in that 
the student needs to know. Sometimes there are students 
that don't really get the project and they are taking time 
trying to learn it, and then they [teachers] just skip 
ahead to another project and they are hurrying more, and 
then they just don't do it right. To do something I have to 
have patience. If you are doing a project take your time on 
it. Don't hurry. 
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I think its best when the teacher is really relaxed. A 
relaxed teacher makes you more relaxed. You can talk to 
other people when you are working, you can share ideas. You 
can get encouragement from other people while you are 
working. 
Teachers have to be very interactive with the 
students. When you are creating something in the arts you 
can feel that if you have a question about the project, she 
can interact with you. You can ask her, and then you can 
both feel the same way about your art - or the situation. 
You can see on the eye-to-eye level - like you guys are 
both on the even playing field: the student and the 
teacher. 
Don't be hard on them. Help them as much as you can, 
so they don't get frustrated. The teacher should relax and 
help the students relax. 
Patience - like when they take time to work with the 
other students - they help you - they don't get angry if 
you're not doing it right. That's real important. 
When they are patient, you have more time to catch on 
to what you are doing and work better on your project, if 
they are patient. But if you rush them, they are going to 
do a rush job. 
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Just tell art teachers to have patience and explain 
things clearly. 
Humor 
Learn how to have fun with kids. When the kids are 
happy, you know the teacher is having fun with kids. 
She makes us laugh. Tell them to learn good jokes, and 
to laugh at kids' jokes. 
That art class is not easy. But you can make the class 
fun and give the kids good advice. 
You know a good art teacher by the way they show a 
person who's not strong in art how to do art, if you can't 
do it- the way they make a good relationship with the 
children. They smile a lot and make friends with them and 
make them laugh. 
Teach art teachers how to take good care of their 
students. Teach them how to draw and have fun doing it. How 
else will they learn? Try to make their students happy 
about doing it. 
Art teachers should be fun people. Fun, funny, happy 
all day. Enjoy the day. Enjoy your students. Have fun. 
Laugh out loud. 
She says, "Keep going, you'll get the hang of it". 
Sometimes she throws herself on the floor and dramatizes. 
It makes us laugh. 
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Teacher identity in relation to student identity 
The new generation of tea.ch.eirs is going' to be moire up— 
to-date, currently. They should be able to teach from here 
9-ft-d future—wise as well. They have a sense of where you're 
coming from. The age group is so close together. They will 
keep track of what's going on today. 
It makes a difference in some classes, when the 
teacher is a different race than the students, but 
sometimes, the administrators don't realize that. They say 
it's a problem child. 
I don't think it matters. It doesn't matter what you 
are. The race of the teacher shouldn't really matter. It's 
about the student's feeling that goes into the art work. 
No, I don't think it matters. It's all in how they 
treat people. They could be the same race and have 
problems. Sometimes they might be the same race as you but 
have different views or cause problems. 
If the teacher has a different race or belief, I don't 
think that should matter too much in the teaching part of 
it. There's got to be someone who's going to be different 
from the teacher in the class. I don't think that the 
student should have to deal with a teacher preaching about 
their religion or race - well I don't think it should be 
brought up too much. I think it's OK for someone to talk 
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about it, but not in a way that is imposing on anyone - I 
think we should all learn about each others' religions and 
beliefs and accept that. I don't think it should get in the 
way of teaching. If it's an art class, I think we should 
learn about making art, if a project includes a specific 
culture or belief, that shouldn't have to be done. Art 
should be a very open - but art is about culture anyways. 
Get accustomed to the students that you are teaching, 
how the environment is around them. How you are going to be 
able to adjust to certain situations with certain students 
- they may not agree with some of the stuff that you 
provide. Basically, adjust to the environment. 
When a teacher comes from a different culture than the 
students - I believe that it would be kind of hard for a 
teacher to adjust at first, but once they get involved, the 
teacher should be all right. Some teachers adjust and they 
are effective. Some teachers never adjust. 
Language 
Learn different languages; be able to communicate with 
the kids. Learn the language, and also know how they talk. 
You should be able to teach that way. By how the students 
talk to you, the teacher. 
Art teachers have to learn a lot of stuff about how 
the kid says what they want or like to do - to try to learn 
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some of the language and the culture - then you can learn 
at the kids' level. You have to have a lot of patience. It 
is like when babies are learning to speak. Language is 
tough. You have to be calm and take it easy on them and 
help them get what they want; if you don't get them what 
they want they aren't going to be satisfied. 
The signs on her art displays are in Spanish and 
English: that is a good idea because it is teaching the 
kids to experience both cultures: the Spanish kids and the 
English kids. The languages are from whole different 
cultures. You have to have experiences in both. Once you 
see it that way, in both languages it helps you learn about 
it. English kids can be comfortable with Spanish - and 
Spanish kids can be comfortable with English. Lots of kids 
in our school speak both, and people learn from each other. 
That is what I like seeing in this school. I am friends 
with some English kids and they help me when I have trouble 
with my English. I have two different cultures now. Not 
enemies though. We have learned to be comfortable. 
To learn the language, teachers could take classes, 
take lessons in the language. Talk to the student. Just ask 
them [to translate] what is this and what is that. The 
students could translate it for them. Spending a little 
time with the students everyday learning the language would 
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help a lot. Studying it - understand the people - what do 
they want - what do they want to learn. To learn the 
cultures of Mexico, take a trip to Mexico and take an art 
class in Mexico. 
But you know, that is part of your culture. Different 
cultures use different types of languages. No one puts down 
other types of dialects so they shouldn't be able to put 
Ebonics down either. They should learn how their subject is 
used in different cultures. They don't have to accept it, 
but at least instead of being ignorant about it, then they 
can accept it. 
Art teachers should show how proud they are of their 
belief or their ethnicity. They should be proud to show 
that in a certain segment of their teaching. They should 
also teach other cultures and beliefs and ethnicities, and 
maybe they can relate back to a certain thing but they 
shouldn't concentrate too much on their own, because 
everything is so large in the world, there's not enough 
time to just concentrate on their own. 
Summary of Collage 1 
These students named the qualities and strategies that display solidarity with and 
empathy for students such as patience, a sense of humor, directly inquiring about student 
identities and cultures, and affirming multilingualism. Significantly, such qualities were 
among the first comments students offered when asked about what art teachers need to 
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know and do to be effective teachers of diverse students of today. Curiously, the students 
did not launch the discussion with statements regarding art-making skills or art concepts. 
If students added comments about such concrete art education ideas as drawing skills and 
art curriculum, those arrived much later in the conversations. Also notable, these qualities 
and strategies are not typically included in any coursework found in typical art education 
programs of studies. 
The art teacher study group participants commented: 
“ Every kid that was interviewed basically says the same thing: they are looking 
for that connection. They are looking for a personal connection with an adult. You find 
that in little kids and in big kids”. 
The perspectives of these student participants echo much of the literature 
regarding students of the postmodern era. When discussing the relationship between 
postmodernism and multicultural education, art education scholar Patricia Stuhr (2003) 
asserts that art teachers need to: 
...critically investigate cultural production in a caring, social space that art 
education can provide. This space is important to assist students in discovering 
possibilities and complexities of understanding life and death, which affords new 
ways to actively participate in a world that reverences life and social justice, (p. 
312) 
Stuhr’s point reinforces the notion that schooling is not what it used to be and 
certainly the purpose of art rooms may need to shift considerably. Such awareness may 
influence art teacher education if Mark Taylor’s (2005) work is heeded: 
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The traditional college age student; Generation NeXt; is the product of a very 
different social reality than the members of the Baby Boom that predominate 
college faculty and staff. Postmodern influences and sensibilities permeate the 
expectations of students, and may be at odds with what the schools intend to offer 
(p.l). 
If this is the case, in addition to influencing what is understood as art, 
postmodernism is also influencing what students expect of art teachers. 
Figure 7. Collage 2. 
Collage 2: Curriculum and Representation: Ask me who I am 
In Collage 2, we hear students asking for their cultural identities to be represented 
in the curriculum. These participants displayed a heightened awareness of teachers’ fear 
of teaching in an unfamiliar environment and discomfort in teaching about an unfamiliar 
culture. Given the teacher turnover rates in the schools I visited, and urban schools in 
general, it is little wonder that the students are so savvy about how a teacher's 
perceptions of the community affects teaching and learning. For example, at Rayen High 
176 
School, three different art teachers had started and quit in one academic year by the time 
Jocelyn Hughes took the job in April. At Kramer Middle School, Stacey Schwartz was 
the third art teacher within a two year period. Imploring teachers not be afraid of what 
they don’t know, many of these participants urged teachers to learn about the 
environment and cultural identities of the students they were teaching. Many times, 
students told me, “The teachers can just ask us, ask me who I am.” 
A postmodern understanding of the fluidity of culture was apparent in many 
discussions with students about identity. This discursive view of identity unfolded in 
conversation with students about race relations with faculty and while discussing 
friendships. A student at Rayen High School, Tyrell, mentioned his own identity as 
African American, but emphasized his friendship with Cambodian students as making 
him “all-cultural”. In a similar case at Karmer Middle School, an African American girl 
cited her friendship with Chicano youth as making her “many-cultural”. Other students 
referred to biracial and multiracial backgrounds as sites of opportunity for constructing 
teacher knowledge, saying “She could ask me -1 know the White story, the Black story, 
the Native American Story. I don’t know everything, but I know something. Lots of 
things.” 
They volunteered several strategies for teachers to integrate culturally relevant 
content into the curriculum. In addition to culturally congruent content students want 
choices within the curriculum. However, this was not a simplistic quest to do whatever 
they wanted in art class. They viewed curriculum choices as a way for teachers to respect 
their individuality. Accompanying the pleas for choices within curriculum came the 
desire to develop their skills. Two primary codes are woven into the motif of Curriculum 
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and Representation for this collage 1) Ask me who I am, and 2) Choice and independence 
within curriculum. 
Ask me who I am 
Know your students. Get closer to them, like teaching 
them what's right, like helping you out in art and also in 
life. 
I think art teachers should get to know the students. 
Get to know their culture. You should do something about 
their culture in the art class. Ask your students about it. 
I think that if a teacher is teaching students of a 
bunch of different cultures, she should learn a lot about 
their cultures. So that she can have an understanding of 
where they are coming from and she can do projects that 
have to do with their cultures. 
If the teacher isn't from the same culture, they could 
learn. To learn about the students' culture, just ask the 
students. 
The teachers need to learn and read books about the 
students' culture and stuff, and then when they know, they 
can do some art projects about the culture, and answer some 
of the questions. They can learn from experiences. They can 
learn from the kids. They can ask them what you think about 
this culture or another culture. So then, other kids in the 
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class of other cultures, you can be thinking and be wise 
about lots of cultures. 
Find out more about their students, certain 
personalities. The way they think. How their students 
think. 
Take the time to find the ways that students learn. 
Some students are visual learners. Find the way that their 
students learn and they will be able to learn better. So 
they can teach them. 
Art can help people learn about cultures. You can look 
at the books with the art from all the different cultures 
and you can see the relationships between the different 
groups, the art. You can see the relationships between the 
enemies. It can show a lot about the culture, what the 
artist thinks helps you learn that. The picture helps you 
learn about the culture when you can learn about what the 
artists thinks. 
Get to know the environment so you have some kind of 
comfort being around your students. Be yourself. Be 
yourself with the kids. 
Teachers should be aware what they say - they 
shouldn't say anything incriminating - and they should use 
different methods of teaching and educate themselves around 
those of different religions. 
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Instead of putting just the American flag up, they can 
put other flags up. Instead of always talking about what 
white people did to black people they can talk about what 
other cultures have done. Not just white and black people. 
Go out and ask the kids. 
Choice and independence within curriculum 
She's more down to earth. She let's us make choices. 
There are rules, but there's no limit. You can express 
yourself. 
Tell them not to make our assignments - but we make 
the assignment together! Not everybody doing the same 
thing, but each one of us think about ways to do it. So 
that what we feel shows in our painting. Because we want to 
show our feelings. The paintings that we are doing right 
now, we show what we like, what we want to do - it is our 
own expression. 
Some of the teachers - they are scared. They are 
scared of the kids. They think the kids will misbehave. 
There are no behavior problems here, because everybody 
respects Ms. H. 
She respects us. She respects our individuality. She 
asks what we are interested in. She knows what we like to 
do because she did a survey with us. So she can tell you 
which classes like to do things. Ask the students. We can 
180 
say, Ms. H. "I don't like to draw" and maybe she will let 
me work with clay. It's not structured that way. Ask the 
students what they want to work on. At each table everybody 
is doing a different thing. She will say, just try it out. 
If you don' t like it, you don't have to do it. Just try. 
Go out and ask the kids their opinions on the class; 
ask the students. Then try to put it in their lesson plan 
or something. Learn about what all the kids in the city are 
doing, what they are interested in, how the city works, 
what's going on in the city before they teach in it. 
Any person that wants to become a teacher and go 
through the process of becoming a teacher, first of all - 
has got to have a fun and good curriculum for the students. 
Ask the students what's up - what they would like to do for 
the year - branch out and see what other stuff you can do - 
and not just go by the basics. Be creative with whatever 
students you have. It will bring out the best in the 
students - a lot of times just to be creative - and not be 
so basic. 
I like to draw what's in my mind. I would like to draw 
the biggest picture anybody has ever made, at least seven 
miles long. 
Try to listen to kids, and try to understand what they 
want to draw about. 
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Listen to us and try to understand us. Don't think 
like a grown up; think like a child. Let me think the way I 
want to think. 
It's not like a lesson...We don't know when we're 
learning...we would never think we were learning something, 
but we do. 
Summary of Collage 2 
In Collage 2: Curriculum and Representation, students speak out about the need 
to be represented in the curriculum. Given the postmodern student’s multiple sites of 
identity construction, such a call for representation moves beyond culturally relevant 
curriculum and into a more fluid understanding of culture and knowledge. Students cite 
the need for curriculum content to reflect their various identities and also for teaching 
methods to make space for guided choice and independence. Jason Irizarry (2005) points 
out that representation is a central theme in Hip-Hop/urban and postmodern discourses. 
He connects the Hip-Hop/urban use of Representin ’ - which refers to the knowledge and 
pride individuals assert when they reflect membership in various socially constructed 
communities - to the postmodern concept of representation. In this vein, the student 
participants argue for curriculum that creates “space for the immersion of multiple voices 
and multiple truths while questioning the representation of history and cultural identities” 
(Irizarry, 2005). They have a simple piece of advice for teachers who are unfamiliar with 
the students’ culture: “Ask me who I am.” Since students are drawing on multiple sites to 
construct and express their identities, effective teachers will need to enter multiple sites 
and cross the shifting boundaries that students express. 
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A participant in the focus group noticed, “Always kids saying they want to be 
known. They want the teacher to care about them... care about knowing them, ask me 
about what I like. I want them to know me...Yes, know me. Ask me about what I like. 
Care about that.” 
Skill development was a dominant code that also fed into the analysis and 
construction of the next collage of students’ desire to be held to high expectations. Many 
students spoke about art teachers pushing them and frequently tied skill development to 
expanding their imagination. 
Collage 3: Desire to be held to high expectations: Push me, push me hard 
In Collage 3, students ask teachers to set high standards for their work and their 
knowledge construction. They acknowledge that challenging work is the most productive 
and rewarding work and advise art teachers to hold all students to high expectations. 
These participants are offering a counter-narrative to what they perceive in places outside 
the art room as low teacher expectations, and policies and practices that dismiss their 
183 
determination and intelligence. They are explicit in their call for high standards with 
support. They are assertive in their refusal to be set up for failure or low achievement. 
They mention many strategies teachers may use to help keep kids focused, encourage 
student progress, and demonstrate skill achievement. The students link “being 
imaginative” and “using more imagination” with high standards and strong skills. They 
perceive teaching strategies that include both skill emphasis and open ended imaginative 
stimuli to hold them to high expectations. 
Most kids need a push 
If someone says, "Is this good enough?" - teachers 
have to say "Well it's good but it could be better," so 
students can learn more about it, because without 
challenges it would not be hard; be too easy. My dad always 
says to do more even more than him. So you strive for even 
more. 
They should give you really good ways to draw, give 
you easy ways to draw difficult things. Explain it good. 
Make you practice a lot. Teach the kids to practice their 
drawing. Give them assignments to draw something at home. 
The teacher should practice drawing, too. Give more 
explanation of drawing. Teach kids about the values - the 
lights and the darks in the drawing. 
Most kids need a push, and if they don't get the push 
they won't do it. Someone who doesn't waiver - even if you 
try to slack off - that's a good art teacher. I know what 
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•h-elps a lot if I'm not doing that well, I have somebody 
behind me pushing me. Then she helps me pick something 
that's a challenge - not the easiest one (painting). Push 
me, push me hard. 
Don’t let me quit 
A good art teacher is not letting us quit. She doesn't 
let us give up. 
Stay on the kids, keeping them focused on their work. 
Practice. Art teachers are all good with their 
skills. "Draw what you see" - that's what she says; she's 
like "Draw what you see, not what you think." Over and over 
again. Even when you feel like giving up, she keeps on you 
so you just can't quit - you can't let her down. You want 
to get better. 
Art teachers should teach kids more than how to draw 
or do a mural. They should teach them more projects, more 
ideas. They should learn about shadows, shades and tints 
and also about the world. The world is full of problems 
that art can make better. It is a whole language about 
drawing in here and about the world. 
She is not negative - but the kids have to focus on 
what they gotta do better at the drawings. 
In class, learn different strategies - make the kids 
be able to deal with different styles 
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She has a lot more authority than most teachers, she 
commands our respect. She doesn't let us slip through the 
cracks. 
I don't think this school takes art seriously. They 
should give Ms. H a bigger room. The faculty members don't 
take art seriously. They see some students coming in here 
to do work, they call security on me, they think I came in 
here to chat, but I came in here to work. I am working 
hard. Nobody disrespects Ms. H because she cares. She's 
open to us. 
Skill Development and Imagination 
Teach kids how to look at stuff, not just with their 
eyes but to look outside the box - as in different ways of 
looking at it. Like maybe sideways or upside down, and 
exactly what do these pictures mean - push us to find 
meaning in new ways. 
They should demonstrate how it's done like Ms. 
Schwartz does, she puts it up on the board and then show 
different strategies. She shows how it's done. They do the 
project with you, too. They show how the project is done. 
It helps me think with more imagination. 
Choose projects that are a good combination of 
technical skills and developing your imagination. If it's 
just technical, sure you'll learn how to draw well, but 
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that's not really what art is all about, and if it's all 
just imagination a lot of people already have that but they 
really need to develop their skills so they can express 
themselves better. So I think you really ought to have a 
combination. No too much of one or not all of one. This is 
a good project. It gives you a chance to try to recreate 
someone's face on paper which is a good skill to have and 
its hard to do technically, and also you have to try to get 
into their head to represent them through visual objects in 
the background. 
Summary of Collage 3 
In collage 3, we hear students’ desire to be held to high expectations. These 
students articulate an appreciation of art teachers who challenge them by pushing them 
hard and refusing to let them quit. This is especially salient in urban schools where most 
of the students are labeled in public discourse as “failing, underperforming and below 
standard” by state mechanisms such as high-stakes standardized testing and federal 
policies such as No Child Left Behind (NCLB). These students also express the 
importance of development in traditional foundations of art skills such as drawing, 
combined with an expectation that the assignments will also develop and release 
imagination” (Greene, 1995). 
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Figure 9.Collage 4. 
Collage 4: Expression and Visual Culture: Dead artists and alive artists. Both. 
Collage 4 builds on skill development and imagination by focusing on the 
students’ call for expression of relevant content in what has come to be called visual 
culture in the discourse of art education. Students are looking outside the traditional art 
world and noticing the sociopolitical context of their lives as sources for art expression. 
Students cross the modernist boundaries of the art world and acknowledge that 
“videos, digital stuff and web sites - those are art, too.” Moreover, they want to study 
these cultural forms and produce them in art class. Their interest in popular culture and 
contemporary technologies permeates their conversations, their art production and their 
language use. While students do not use the phrase visual culture to describe these 
cultural experiences, they are certainly creating a discursive relationship with the thesis 
of visual culture from art education theory. As noted in Chapter 3, visual culture includes 
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multiple forms of visual stimuli, and is forwarded as an approach to art curriculum 
(Duncum, 2003; Freedman, 2003; Tavin, 2003). 
Some of the many forms of visual stimuli are communicated through comics and 
cartoons. Students draw them everywhere: on their notebooks and backpacks, on 
bathroom walls, on their arms as “temporary tattoos” and when supported by the art 
teacher, in their school work. They co-opt characters from syndicated comic strips and 
animated shows and invent many more. They integrate text and image, conversation and 
metaphor with professional prowess and imaginative flair. Yet in most school sites, these 
creations and communications go unnoticed, ignored or at worst, forbidden. A sixth grade 
English language learning student at Kramer, Angel, tells us the significance of using 
Looney Tune characters in his art work. With a matter-of-fact posture he explains the 
border crossing power of visual culture, eloquently underscoring its importance in school 
curriculum. “My family is from Mexico, but I am from here, but they all like Looney 
Tunes from America so you can like other cultures that are not your culture”. 
Throughout Collage 4, students are asking to make art that “means something to 
other people” that is, they are emphasizing the potential of visual culture as a 
communication device and political tool. They cite the importance of understanding 
“important people and events in history” and using those historical moments as content in 
art production. These students are deeply concerned with current events in their lived 
worlds both personal: “the poor people” and global: “the war and stuff’. They also see 
the interconnectedness and the porosity of boundaries between the personal and the 
global. One student told me that “The war is personal if you know somebody in Iraq - it 
doesn’t matter if they’re Iraqis or Americans. And as far as poor people - well the war is 
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here at home for our poor people to get more money and the war over there is just making 
people poorer.” These are the issues that consume their daily lives and they expect their 
art teachers to participate in their acts of inquiry, resistance and social justice by 
facilitating relevant art making. 
The stuff of today 
Show us the stuff of today. Art, Hip-hop, artists out 
there now. Try to listen to kids, and try to understand 
what they want to draw about. 
Let's study dead artists and alive artists. Both. Tell 
us both. Tell us what they did back in the day. Look at 
now, too. 
They are trying to take all the art programs out of 
our schools so they should be aware of that and try to help 
the people in the school and in the city to have better art 
programs. We could make protest art about it. 
About the war and about my life 
What's happening right now, the war and also the poor 
people who don't have enough money. 
About the war, I would want to show how brave they 
were. Pictures about people who have lost their life. I 
think about all the people that died from a lot of 
countries. Show from both countries, people who died. You 
should be able to think whatever you want to think. 
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I want to show these thoughts in the mural: war, poor 
people, the wildlife. The really poor people - I think they 
should have an opportunity; it is all right that they are 
poor, but at the same time, people need to be respecting of 
them and helping them. 
About the war, there could be a lot of blood some 
people wouldn't want to see it, but it is there, you know? 
Maybe through art people can understand things that 
have already happened and most people could already picture 
it, that way they understand each other. Like for example 
the Twin Towers? Most people already know about that and 
most people could already picture it, so that would be a 
connection if you wanted to put something important in your 
artwork. 
You need to know the history of important people and 
places. You should pick important things that have happened 
like the Twin Towers falling down, Martin Luther King, 
what's happening right now, the war and also the poor 
people who don't have enough money. 
The wildlife, I would want to tell people to leave the 
deer alone and not to kill them. 
More art teachers should do things about you because 
you can express who you are. They should know more about 
their students. Other students learn about each other 
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students in this project. We learn about each other. I 
would like to make a statue of something that relates to 
you. Draw whatever you want. Something that relates to 
yourself. 
Looney Tunes and cultural hvbriditv 
My painting has Looney Tunes. I like Bugs Bunny and 
Donald Duck, I like him because he is clever, my brother 
likes Speedy because he is quick and because he's from 
Mexico, too. Mami likes Tweety because of what his accent 
is like and how he is clever too, like Bugs Bunny. My dad 
likes Taz because he is strong and he spins and makes us 
laugh like Bugs Bunny. 
My family is from Mexico, but I am from here, but they 
all like Looney Tunes from America so you can like other 
cultures that are not your culture. I am Chicano. That 
means my family is from Mexico, but my brother and I are 
born here. That is how cultures meet together. We all like 
Looney Tunes, both Spanish and English. That's how I like 
to paint because it expresses my feelings, in these images, 
for my family. 
More than skill 
A big part of art is expressing yourself. There is 
only so much you can learn and be taught. I have had so 
many good art teachers but last year I had this teacher who 
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was really into certain curriculum with the elements of art 
and she would go up and point to posters on the wall and 
say "Make sure you incorporate the certain art elements, 
and make sure you incorporate texture and form and balance 
and unity." That's important, and I think it's good once 
you are into the art piece and the art teacher comes around 
and helps you with your particular piece, but it doesn't 
really work to just assign doing art elements. Teach us 
more of an art form, not just those elements and formalized 
concepts; those are good too, like certain universally 
accepted concepts. Don't say "Make the art work balanced" 
before you do it, because you might make it imbalanced but 
it will still be good art. 
Summary of Collage 4 
In Collage 4, Expression and Visual Culture, we heard a wide array of references 
to the discourse on visual culture (Duncum, 2002) and postmodern art making strategies 
(Gude, 2004). Students are calling for art making that responds to their social and 
political worlds. Moreover, they expect their art to communicate ideas that may be 
counter to mainstream expectations. They understand the importance of skill 
development, but insist that it be embedded in meaningful art making. Visual culture is 
viewed as a site of communication and knowledge construction by these students. 
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Summary 
In Chapter 6,1 presented four Collages of student voices. Each collage depicts a 
motif that was derived from the three comparative analytical strategies of the research 
design. Four motifs were developed from student voices: 
Collage 1) Teacher solidarity with and empathy for students: “Be patient and funny and 
adjust to my environment” 
Collage 2) Curriculum and representation: “Ask me who I am” 
Collage 3) Desire to be held to high expectations: “Push me, push me hard” 
Collage 4) Expression and Visual Culture: “Dead artists and alive artists. Both” 
By presenting students voices from a range of research sites within a single collage, the 
reader hears the cross-site intersection of the codes that I found in my investigation. 
These codes were affirmed and expanded by the art teacher focus group which led to the 
construction of full collages. 
CHAPTER 7 
MIXED MEDIA COLLAGES: TEACHER VOICES 
“It is more a political act to be a teacher ”. 
In Chapter 7,1 present the collages of teacher voice to illustrate motifs that I 
developed through the analysis in collages 5 through 9. These collages are presented in a 
distinct chapter from the student voice because the analysis revealed discrete concerns 
between discourse communities of students and teachers, youth culture and adult culture, 
and dominant and marginalized racial groups, among others. Of course the teachers and 
students also share the discourse community of the art rooms, but in the analysis only one 
motif intersected both students’ and teachers’ discourses and was echoed in both sets of 
data: the motif of visual culture as a source of knowledge construction and curriculum 
development. That motif was addressed in Collage 4 in the previous chapter of students’ 
voices and will reappear in Collage 9 in this chapter of teachers’ voices. 
The strategies and content of collage construction that were explained in Chapter 
6 are parallel for the construction of collages in Chapter 7. Each textual-analysis collage 
has several components in a mixed media presentation: 
11. the title of the motif, 
12. some introductory descriptive analysis, 
13. subtitles drawn from the coding process, 
14. several paragraphs of participants’ voices within each subtitle and 
15. brief summative comments . 
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This chapter begins with a brief overview of the 5 collages of teacher voice 
followed by each full collage and analysis. After the 5 collages, I present a sketch that 
animates the saliency of all nine collages in the lived worlds of one particular art teacher 
and her students. An analysis of the sketch is offered through the lens of Oliva Gude’s 
(2004) postmodern principles for art making. In closing, I offer a comparative analysis 
through relevant literature of the collage motifs drawing from the literature reviewed in 
Chapters 2 and 3. Specifically I revisit the intersections of Sonia Nieto’s (2004), 
definition of multicultural education and Paul Duncum’s (2002) characteristics of visual 
culture art education in light of the motifs that were illuminated in Chapters 6 and 7. 
Since we heard a strong sample of each teacher’s voice in the sketches of Chapter 
5, these collages of teacher voices are more brief than the student voice collages of 
Chapter 6. In what follows, the teachers’ voices are printed in Courier font to 
distinguish from the rest of the text which is in Times New Roman font. 
Analysis of Teacher Voice 
The teacher voices diverged in many areas from students’ voices. An analysis of 
responses of the teacher participants revealed five broadly conceptualized motifs 
displayed in collages 5 through 9: in Collage 5) Teachers defined and used the 
terminology of multicultural education, multiculturalism and postmodernism differently 
from one another, pointing to differences in both conceptual and language use; Collage 6) 
Teachers felt unprepared for the multicultural classroom by their teacher education 
programs; Collage 7) Teachers described a self-directed journey to praxis in an effort to 
educate themselves through reading, study groups, and graduate studies in anti-racist and 
social justice education; Collage 8) Teachers understood their role as art teacher as 
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subversive to the constraints of schooling, and Collage 9) Teachers targeted visual culture 
and the shifting conceptualizations of art and art history as essential to art education 
reform. 
Figure 10. Collage 5. 
Collage 5: Terminology-isms: Porno and Multiculti 
To address how postmodernism and multicultural education are influencing 
teaching and learning in art classrooms, I asked teachers how they understood the terms: 
multicultural education, multiculturalism and postmodernism. Each teacher holds a 
specific conceptual framework on these terms and there is some disparity among their 
perspectives. As established in Chapters 2 and 3, and emphasized by Burbules (1995) 
“postmodernism is not a specific theoretical position itself, but an intellectual trend that 
comprises several quite different philosophical theories” (p.l). It follows then, that most 
participants in postmodern discourse, including art teachers, would view, define and use 
the terminology differently from one another. Complicating the layer of postmodern 
philosophical theories are the art world discourses that categorize some art work and 
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artists as postmodern, reflecting mostly an art historical framework. It is not surprising 
that many art teachers find the term postmodern confusing. 
Additionally, the words multiculturalism and multicultural education were 
perceived and used within a broad spectrum. Multiculturalism and multicultural 
education evoked concern about backlash from many teachers. While they reported and 
demonstrated that they embrace the theoretical framework of multicultural education as 
anti-racist and education for social justice, they called for a re-working of the term or 
replacing the term to inject “more substance” into it - “so more teachers, and more 
people would understand its importance.” 
They also reported reading a great deal of literature to develop curriculum. Most 
of these teachers did not consistently draw from the art education journals for their main 
sources of information. The popular press, especially The New York Times, art magazines 
and museum catalogs, public television productions as well as books about specific artists 
and/or art genres were culled for up-to-date information to inform curriculum 
development. The art teacher at Amethyst high school, Geena Papadopolous, expressed 
her multiple roles as artist and educator in constant effort to stay current with 
contemporary art literature, educational theory and her own art making, 
Teachers and artists that are teachers have a harder 
time. I can sit down and say OK I can read about 
theories of education, or I can read my contemporary 
art magazine or I can take some time to do some of my 
own artwork. There are so many things I am interested 
in, but there are not enough places in the literature 
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that address it all. So, I just look for it all, 
where I can get it all. 
Other art teachers prioritize their focus on literature from professional organizations such 
as the NEA (National Education Association) and MTA (Massachusetts Teachers 
Association), stemming from their allegiance with the teachers’ union and a desire to stay 
current with issues in the broader field of education “outside the art room.” 
However, during my field work with Stacey Schwartz, she had recently returned 
from the annual NAEA (National Art Education Association) conference where she 
vigorously pursued sessions that addressed visual culture. She viewed the conference as 
an opportunity to “get a handle on the visual culture thing and how our association views 
multicultural education.” She perceives the literature and discourse on visual culture as a 
way to “combine postmodernism with multiculturalism.” 
Collage 5 briefly presents the diversity of contexts in which these teacher 
participants are using and understanding multicultural education, multiculturalism and 
postmodemity. 
A Hard Time Separating 
I have a hard time separating multicultural education 
and postmodernism. Multiculturalism is postmodernity - 
within it- they are layers on top of each other in some 
areas - one comes out more than the other.depending on 
what you are doing - applications in art, in conversation 
and in theory. Maybe it's because of my own personal 
identity because I grew up as an artist and as a 
multiracial person. My personal identity overlaps; I just 
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multi cultural ism and postmodernism and identities 
together because it is who I am. 
There is so much blending that has occurred 
everywhere, throughout history and different occupations — 
or invasions - of geographic regions, and then ultimately 
inter-marriages we can look back and say there is no 
[fingers make quotations slashes] "pure race" - so 
multicultural and postmodern thinking embraces that. That 
identity is not one thing - not a thing at all. 
Not Noticing Postmodern Literature 
Interesting that you would say that the bulk of the 
literature is about postmodern stuff, that is not what I am 
noticing - probably because I am a combination higher ed 
and urban PK -12 person. What I am noticing the emphasis is 
on these days is figuring out ways to tie art into the rest 
of the curriculum. 
Not Sure 
I'm not sure how postmodernism fits into education. 
Postmodernism I think of in political terms. Socialism and 
anti-capitalism. The culture of trying to be generous in 
spirit: not our culture in America. Postmodernism seems to 
me like the antithesis of American culture, we have 
conformity - Postmodernism seems like the opposite of that. 
It seems rich and interesting and something that people 
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don t know a lot about. It seems like an academic term - 
that my friends in the economics department at the 
ity — a term they banter about in the work that they 
are doing - "oh, its very postmodern" but I am not really 
sure how it fits into education. It seems more of an 
economic, socialist term. Although, I am interested in 
finding out how it is used in education. 
Not Just as Racial Cultures 
Multicultural ism is diversity.... I don't like the word 
multi cultural ism in a lot of ways.... I like thinking of 
multiculturalism as not just as racial cultures, but 
diverse cultures, particularly in schools where there is 
not a lot of racial diversity. But we have a lot of gay and 
lesbian [headed] families. I would rather use the word 
diversity or diverse cultures. Multiculturalism has become 
a buzz word, people get tired of that word. People say: "Oh 
that's all they talk about is multiculturalism." But if 
you say I want to focus on diversity and families that are 
different than the mainstream culture, then you bring 
people in - they think: "That includes me". Sometimes they 
think multicultural means somebody else, not me, like color 
or race - but what about all the different kinds of 
diversity - like economic diversity - all kinds of 
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cultures, because in a school where there's not much racial 
diversity, multiculturalism is still very essential there. 
Anti-them 
Some people hear the word "multiculturalism" - and 
they immediately think it is fluffy or "anti-them" if they 
are White. That's why work in schools that are the "red 
states" - the rural communities - we have to do more work 
in those areas - these dominant White communities. That's 
really clear to me. There is so much work to be done there. 
Summary of Collage 5 
These art teachers view the terms multiculturalism, multicultural education and 
postmodernism from diverse vantage points. Their understandings and uses of the terms 
are socially constructed within their school communities, with their “friends who work at 
the university,” from the popular press and from professional organizations. In the case of 
these participants, the two youngest teachers, who have not completed graduate 
programs, were more fluent in the language of postmodernism as it is used in the 
literature that was reviewed in Chapters 2 and 3. The more experienced teachers were 
less likely to use the word postmodernism or to take up its implication from the art 
education literature. This difference certainly points to intergenerational distance and the 
phenomena of language as socially constructed and begs the circuitous question “what 
does postmodernism mean to art teachers?” All the teachers expressed fluency in the 
terms multicultural education and multiculturalism, yet their views ranged from 
perceiving an intersection with postmodernism to calling for a new term that would 
discourage backlash from detractors. 
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Collage 6: Unprepared by Teacher Education for Life in Multicultural Classrooms 
In Collage 6, art teachers speak about their teacher education experiences and 
how those programs prepared them - or did not prepare them - for teaching in diverse 
and urban classrooms. They reflected on the course content and its relevance to the lived 
experiences of teaching students of multiple identities in multiple contexts. A wide range 
of higher education experiences were discussed such as: field work and internships, the 
assigned readings, class discussions, exposure to social justice theory and the restrictions 
of state mandates on teacher licensure programs. These teachers were grateful for their art 
studio courses and experiences, but regret that the emphasis on studio production in some 
programs takes precedence over understanding the sociopolitical context of their practice 
as art teachers. When the art teacher focus group discussed this motif there was a 
unanimous call for more time in the field, as early as the first year of undergraduate work 
for students to gain a sense of the exigency for multicultural awareness. In the art teacher 
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interviews there was a consistent sense of urgency to inject art teacher preparation 
programs with more experiences to understand anti-racist education, social justice issues, 
and the political act of teaching. 
Nothing About Social Justice 
I did not feel that my teacher preparation was 
anything in terms of social justice, the classrooms of 
today - nothing - the struggles of our students in our 
society. Absolutely none. No it was not discussed. As an 
undergraduate I had to take history of education, but 
social issues was not in it, we skipped it. Social issues 
was not on the list. 
The public schools that I worked in before I worked 
here, made me realize that I needed to study more about it 
[multicultural education]. 
There is no reason why our undergraduates cannot take 
a course in social justice issues. There are some fabulous 
courses. 
There was a multicultural education course which I 
regret I never took. I wish I did. It was not required. It 
just didn't work with my schedule. I think that should be a 
requirement in today's art education classrooms. Not just a 
separate class, but embedded in the art education programs, 
just like special education and modification for special 
education should be embedded in art education. It wasn't in 
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my program. So I got most of my deeper thinking about 
multicultural education and incorporating that into art 
education when I went to my internship. 
I am sure that the program is state standard driven, I 
am sure that the licensing bureau [from the state 
Department of Education] thinks that stuff [curriculum 
standards] is really important. If the licensing bureau 
thought the social justice issues - and those kinds of 
issues - were important, then that would be required. The 
university program is driven by NCATE [National Council for 
Accreditation of Teacher Education] and what the state says 
they have to offer. So social justice issues are not there. 
So many teacher education programs are way too tied 
into the state frameworks and too conservative in their 
view of requirements. You can find ways to get by that. You 
can be creative about how you interpret all that. 
It’s a Political Act 
I don't think the teacher education programs are 
teaching enough about diversity. They are not teaching 
about the politics of teaching. It is more and more a 
political act to be a teacher. Think about who is going 
into teaching. Look at all these young White women. There 
is a lot to be done. You are being paid less and less. Less 
respect. You're in it for something else. It's about more 
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than a job and a career. It is more a political act to be a 
teacher. 
I felt like there were not enough different kinds of 
theory presented in my undergraduate work. I just recently 
learned about [Paulo] Freire because my friend is getting 
his masters degree in education and I am looking over his 
shoulder. I never had exposure to that, that would have 
been a really huge influence - maybe a little difficult in 
terms of application, before student teaching - but while I 
was student teaching it would have really made a lot of 
sense. Definitely spread throughout my 4 years of studying 
art education - it would have been really nice to get 
different perspectives because your professor tends to 
present whatever their theory is and whatever their angle 
of teaching ends up being and your student teaching mentor 
is kind of similar. It's kind of biased. To get a broader 
perspective would have been really pivotal for me to find 
my own theory within many. I felt like it was a big gap. 
Now, I am supplementing that gap. 
Summary of Collage 6 
i 
In Collage 6 the art teachers call directly for more awareness of social justice 
issues and multicultural education in teacher preparation programs. Whether the 
participant was reflecting on a graduate experience or an undergraduate program of 
studies, this motif was clearly stated across all sites: there is a void that needs to be filled 
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to help art teachers be more effective in urban classrooms, diversely populated 
classrooms and in classrooms dominated by White students as well, to promote 
multicultural understanding throughout society. Art education is viewed as a means to 
question the status quo, affirm diversity and construct understandings. Supplementing the 
gap from their teacher preparation programs became the motif of Collage 7. 
Collage 7. Self-directed Journey to Praxis: 
White Teachers and Honesty 
Figure 12. Collage 7 
Collage 7: Self-directed Journey to Praxis 
Closely linked to Collage 6: Unprepared by Teacher Education, the teacher 
voices in Collage 7 point to these participants taking a self-directed journey to a life of 
praxis. The teachers who identified as European American spoke directly to the 
responsibility of White teachers to become educated about White privilege, anti-racism 
and diverse cultural experiences. These self directed journeys did not always lead into 
higher education. Many teachers sought out books, study groups and conferences that 
explicitly addressed critical pedagogy and social justice education. They viewed their role 
in their classrooms as a “work in progress” that they intended to constantly be developing 
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and evolving to break down the injustices experiences by their students. These 
participants witnessed the daily and permeating effects of racism in their schools and in 
their larger communities. They recognized a need to pursue more information, to create 
support networks and in some cases to find graduate programs that specifically address 
the “savage inequalities” (Kozol, 1992) of their students’ lived experiences. 
White Teachers and Honesty 
As a White teacher, if you are working in different 
culture, if you are used to being in the dominant culture, 
you don't always accommodate the kids. You have to be 
deliberate about that - you have to educate yourself. 
I really think that as White teachers we really need 
to talk about equity. We really need to recognize the fact 
of institutional racism, and tracking and all the ways it 
manifests itself and really be honest about that before you 
can even walk in to a classroom. It's not necessarily about 
what art teachers need to know; it's what all teachers need 
to know. The fact that the majority of teachers come out of 
schools today are White and the majority of kids in public 
schools are kids of color - that's what we need to work on. 
I started grabbing all kinds of books and studying on 
my own...I worked with the Coalition for Essential 
Schools... and I met some really interesting people...one of 
the ten common principles is about equity. 
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Delving In 
I really delved into anti-racist education in my own 
research, in talking with colleagues and in my personal 
reflections. 
I have only read a little bit of social justice 
education theory. I got exposed to it because my partner is 
learning about it in his masters program. Exposing social 
justice theory as part of the seminar in student teaching 
will be really important and useful. I think before I 
started student teaching, I just wanted to get practical 
and student teach, but integrating this theory with that 
practice would pull it all together. 
An art education program should look carefully at 
which theories are put out and when. Some of it is really 
heady and would be really hard to put into practice without 
the discussion and the mentoring. How to bridge theory and 
practice is an ongoing question. I am constantly asking 
that question. I hope to find more about it in graduate 
school. 
Summary of Collage 7 
In Collage 7 we hear teachers seeking, searching, grabbing, finding in a quest to 
inform their classroom practice. These self directed journeys were qualified by 
determination, desperation and sometimes by loneliness. One participant exclaimed, “I 
know there is more! There is so much more I could be doing, more the school should be 
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doing! There is so much more I need to learn. I am hungry, so hungry for more ideas, 
more theories, more curricula that will actually improve my kids’ lives.” 
In Collage 8 the motif of the art teacher’s role is discussed. It was striking, that 
every participant talked about the art teacher’s role as “something more than teaching 
art.” In Chapter 5, we heard from Geena Papadopolous say that “the art teacher is the 
person that runs a thread through everything as much as possible - makes connections 
and does the job of exposing things like bringing the walls down, and blending those 
borders that are set up for whatever reason.” This motif of being a person who makes 
connections and brings the community together was repeated across sites. It was also 
emphasized by discussions in the art teacher focus group: 
So an art teacher’s job is something- becomes something different - becomes 
something more - it’s more than just teaching in the classroom. It’s more than just 
teaching your 3, 4, 5, 6, classes a day. You have a bigger job, it’s a bigger role in 
the community of the school, and one of them is being a communicator between 
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the different groups within the school community. Because she sees them all - the 
art teacher sees every kid and one of the few adults in the school who knows 
every child. 
This collage about the art teacher’s role was developed with three primary codes: 
1) community builder, 2)critical reflector and 3)non-conformist leader. The community 
builder was visible in the consistent comments about working with every student and 
every adult in the school. Art teachers are positioned to have a unique perspective of the 
school community. Especially in elementary and in some middle schools, the schedule 
often revolves around the art, music and physical education classes so that each student 
may be served by those programs. But beyond the actual contact time with every student, 
a vision emerged of the art teacher’s view of the school dynamics and her actions to 
affect change. 
The art teacher as critical reflector was reinforced by every participant mentioning 
the art teacher as a mirror to the rest of the faculty and staff. These participants took up 
the task of critically reflecting the boundaries, barriers, walls, inequities as well as 
hopeful achievements and celebrated accomplishments within the school environment. 
They did this by taking an active stance in addressing the visual culture of the school, by 
physically and visually altering the building through student art production and by 
creating curriculum and after school programs to address the social and political worlds 
of their students. For example, many of them used mural painting as a form of knowledge 
construction and identity affirmation. 
Furthermore their view of art teaching as a non-conformist enterprise was stated 
verbally and conceptually. These teachers actively resisted the standards movement and 
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rejected the labels of their students and school communities as under-performing, at risk, 
non-competent and failing. Every teacher addressed the emptiness of state and district 
mandates on curriculum and assertively developed curriculum that was meaningful and 
relevant in their students’ lives while keeping wary watch on the wolves at the door that 
may interrupt their “safe spaces” and “critical conversations” about art and life. 
Community Builder 
One of the most important roles of an art teacher in a 
school is being a community builder - because you will 
teach every student in the school at some point or another 
throughout the year. 
If you think about that: Why is that? Why would the 
art teacher become the center of communication in a school? 
And then you've got to think about our roles, what happens 
in an art room. The talking that goes on and the exploring. 
Not just art as a studio class. It's more of art as 
awareness of life. It touches every thread in the 
curriculum, even if we don't try to - I'm convinced. We 
serve a larger role. We are not a specific subject, almost. 
Critical Reflector 
I think art teachers today can often serve as a mirror 
for teachers in their districts who still have areas of 
prejudice, or unrecognized white privilege; and a voice in 
a system that often has remnants of institutional racism. 
I know tracking is still an issue in many schools around 
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here. I'm talking about the fact that the majority of 
teachers in public schools are white, while most students 
in public schools, increasingly, are students of color. 
Many of these white teachers have not had the education or 
experience necessary to serve these children well. This 
generally results in high turnover in schools that need 
consistency and strong educators the most. 
What is important to the kids? They are in 9th and 10th 
grade and they are already having sex; how am I going to 
pretend that this is not happening? And pretend that this 
is not important. This art room needs to be a place where 
they can be open and really figure out who they are and 
what kinds of decisions they want to be making and what 
their opinions about things truly are. 
This is art, this is life, this is conversation, this 
is critical thinking. So, let's critically look at many 
issues - as objectively as possible - break into small 
groups - and have these intense discussions. It opens up a 
lot of doors for a lot of kids. It is an amazing 
conversation. They grow to have more respect for each 
other. They may ask, "Why are we doing this in art class?" 
It is the kind of experience that the kids don't get to 
have in very many places in the school, so I do the best I 
can to provide it. If I see that there is a need. Sometimes 
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art teaching will be in a completely different genre - like 
analyzing the lyrics of pop music - and I do it anyways - 
with my door closed. 
Non-conformist Leader 
I think art should be - art education is about 
nonconformity - taking risks and being different and 
letting the kids feel like this is a really important place 
that they can make a difference in the world. That you 
don't have to be like everybody else. It is a political 
stand. It's a progressive stand. You don't have to believe 
what everybody else believes or you don't have to look like 
what everybody else looks like. Art to me is one place 
where the kids could get that - and I certainly don't see 
that happening as a focus or result of the frameworks. 
What would it look like to teach student teachers 
about art being a non-conformist enterprise? Look at all 
the great things that have been done in cultures from all 
over the world by people who were not part of the 
mainstream - and these kids aren't part of the mainstream - 
get them to identify with artists as way to express - 
artists who have made statements through art throughout the 
timeline in art historical terms. Expressing anger, fears, 
political statements. There are plenty of artists right 
here [in this community] to bring into the curriculum. Art 
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making is non-conformist and art teaching should be non¬ 
conformist . 
Summary of Collage 8 
In Collage 8, we hear 3 facets of an art teachers’ role: as community builder, as 
critical reflector and as a non-conformist leader. These participants share concerns about 
the achievement of their students from marginalized communities and the hegemonic role 
schooling may play, especially regarding the standards and high stakes testing movement. 
These 3 qualities are notable since they do not directly address the teaching of what is 
traditionally conceived to be artistic skills. To be certain, these teachers support skill 
development, but they conceptualize their role as one that prepares their students for the 
demands of critical thinking in an active citizenry. 
One of the participants in the art teacher focus group made a tongue-in-cheek 
remark when we discussed the many roles of the art teacher. She was quoting some of the 
student transcripts: “An art teacher needs to be knowledgeable, talented, get to know us, 
be our friend” when she commented, “ I would love to see what they would say a math 
teacher needs to be - I think it would be very different.” Without disparaging the math 
teachers who are critical pedagogues, I too believe that the art teacher’s role is viewed as 
far reaching by these participants and by their students. 
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Collage 9. Visual Culture and Curriculum 
Figure 14. Collage 9. 
Collage 9: Visual Culture and curriculum 
The motif of visual culture was the only motif that emerged consistently in both 
student collages and teacher collages. It appeared as one of the most pressing issues in 
contemporary art education. In many ways, the conceptual understanding of visual 
culture as an approach to curriculum, pedagogy and an expansion of what gets included 
as art and art production, encompasses much of what the other collages imply. When 
teachers display solidarity with and empathy for their students (Collage 1), it would 
follow that they are also affirming students’ multiple identities and representing them in 
the curriculum (Collage 2), while holding students to high expectations (Collage 3). 
When teachers question postmodern and multicultural terminology (Collage 5), demand 
more multicultural perspectives in teacher education (Collage 6) while pursuing a self 
directed journey to address anti-racist practice (Collage 7) and reconceive the role of the 
art teacher (Collage 8), they are participating in the discourse of visual culture in art 
education (Collage 4 and Collage 9). 
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These participants saw a discrepancy between their training in art history and the 
visual saturation of their own lives and their students’ lives. Importantly, these teachers 
did not call for “an end to art history” or an elimination of all previous art historical 
discourse. They did, however, insist on “dismantling” and “rearranging” the canon to 
bring art history into more relevance with their students lived worlds. Moreover, the 
teachers cited the marginalization of their students’ knowledge as a key motivation for 
engaging in visual culture. They viewed visual culture as a site of knowledge 
construction, knowledge sharing and meaning making. 
Curriculum Construction 
My own personal interests are in contemporary art and 
art that makes social/political statements - that in turn 
influences my curriculum. 
An art teacher should not be teaching kids necessarily 
what the curriculum frameworks tell you to do - I think the 
focus on that is really misguided. It is not very creative, 
or interesting or important - compared to what's happening 
now. The focus on the culture now in this country - the pop 
culture being one that is so visual. We've got to make our 
students more visually literate to be able to interpret 
that and to be more active citizens. You can start that at 
a really early age. 
Missing the Boat 
You should teach something around advertising, the pop 
culture - make them more aware of that. Where are they 
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going get that in life if they don't get in art ed? - You 
are missing the boat if you don't make a lesson around that 
- it wouldn't be very hard to do. 
I feel like you are missing the boat if you are not talking 
about students' cultures and their interests such as pop 
culture, mass media, video as art and all that. 
You show that you know what is popular in their youth 
culture. That goes back to visual culture. Now that visual 
culture is such a part of education - we need to be really 
teaching teachers to think about how they can incorporate 
visual culture into their art classroom. Addressing it, 
challenging it, questioning it, and how you can you do 
that, and how can you have students use those techniques of 
visual culture that are so successful... Because the ones 
(products of visual culture) that make an impact...how are 
they successful - as in advertising for example? What are 
the artists doing or what are the companies or corporations 
doing that make it so profound that we remember it? Visual 
culture has such an impact on us. How can artists use those 
techniques to express themselves? It is really important in 
art right now, in this age where visual culture is so 
pervasive - it is a way to help kids feel that they can 
also be successful at art... 
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Like Angel tracing that Bugs Bunny from the Looney 
Tunes book and putting it into his bigger painting to 
really represent a person in his family. He wasn't just 
using Bugs Bunny because he likes the little image of Bugs 
Bunny, but he was using it to represent someone else. 
Summary of Collage 9 
When the art teacher focus group read some of these data, one teacher 
commented: 
We are getting our clues from the kids. The kids are so much more tuned in than 
twenty years ago. They don’t use language the same way: they use internet and 
TV they get all their information from visual clues from the TV and the internet. 
It is such a different culture that they live in than we did- not the same world, it is 
just not the same world. We have to restructure how we teach them in a really 
different way. They are not being taught how to analyze. Unless a parent sits 
down and says “What did you think of that advertisement?” Forget about it; 
parents aren’t doing it. We need to do it! What used to be in film studies, what 
used to be in media studies, what used to be in sociology now needs to be in art 
education for preschool through senior in high school! 
In Collage 9, we heard teachers addressing the pervasiveness of visual culture and 
its relationship to curriculum development. As I mentioned in Chapter 3 and as revisited 
in the following section, my study views visual culture in art education as an intersection 
of postmodernism and multicultural education. It is a site of struggle, but as in the 
intersecting threads of a spiders’ web; it is also a site of strength. As an example, I invite 
the reader to enter one window of the lived worlds of the art students in one art classroom 
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and with one teacher. I include a sketch in the next section with that illustrates many of 
the motifs we heard in students’ and teacher voices in chapters 6 and 7. The sketch and 
analysis that follow, forward the hope of a conceptualization of multicultural education 
and postmodernism through visual culture in the lived world of diverse students in an 
urban classroom. 
Sketch Reflects Postmodern Principles 
An examination of the following sketch through Olivia Gude’s (2004) 
Postmodern visual and conceptual strategies for art making reveals that this curriculum 
employs the eight postmodern principles that Gude noticed in contemporary student art 
and professional art. As mentioned Chapter 3, Olivia Gude (2004) cites eight postmodern 
principles of art making as: 
• Appropriation 
• Juxtaposition 
• Recontextualization 
• Layering 
• Interaction of text and image 
• Gazing 
• Hybridity 
• Representin’ 
Following the sketch, I will return to Gude’s (2004) principles for further exploration. 
Changing the Visual Culture of the school: Weaving nine collages through visual 
culture art education 
“Another goal for me is to really change the visual culture in our school,” Stacey 
Schwartz announced to me as she ushered me into the cafeteria. School was over and 
most of her middle schoolers had gone home. The paint brushes were washed and the 
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drawing paper was cut and stacked back in the art room, ready for six more classes 
tomorrow. Before we left the building she wanted to share something with me. The 
cafeteria was a gigantic, cavernous space. The walls were white plaster and white 
cinderblock. The ceiling was white. The room was at the size of a school gymnasium; it 
had served as such in a distant era. The ceiling was over 2 stories high. “Look at that 
thing!” She points up to a canvas banner that hangs from the ceiling; it is approximately 
12’ x 24’ on purple background with big white block letters as illustrated in the figure 
below. She continues; 
Figure 15. Cafeteria Sign Most Kramer Students Are Drug Free. 
The sign says "Most Kramer Students are Drug Free 
- Join the Majority" like this all knowing voice from 
above - that somehow most kids are drug free - and 
join the majority - and what does that mean to use 
that word majority especially in a culture where so 
many kids are part of a minority in the big culture of 
our country? But hey, join the majority! There are so 
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many different elements to that word majority that I 
feel like it's doing harm....I feel like they are also 
playing on that idea on one level to these minority 
kids "Here's how you can join the majority- be drug 
free!" [Mocking.] So in a way its saying you can join 
the majority, but culturally ....they can't. Culturally 
they are part of a minority. They are aware of that 
everyday. To put this word in their language in their 
everyday culture, in their everyday visual culture - 
to put that "join the majority" - ugh! Even though 
they are talking about drugs and being drug free, as 
though you can just join the majority miraculously by 
one choice you make you to be drug free. That really 
means you are going to be part of majority of the 
culture - just because you decide not to do drugs. 
Whereas in a middle school, being part of the 
majority, being part of the in-group, is so complex 
and so pervasive in their everyday lives. They are 
thinking: am I dressed right, am I using the right 
language am I too smart, am I not smart enough? Am I 
cool enough? Am I with it with the culture? With it... 
Am I one of the cool kids or one of the geeks? Am I 
one of the special ed kids? How am I looked at by 
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others? And that is aside from race and language and 
class issues! 
When I inquired about the sign...I think the sign 
was put up by this kind of counselor guy who is 
running a program for no drugs in school and for 
helping kids who are showing signs of using drugs. I 
am not really educated about what that program really 
entails. I've heard different things from different 
teachers and anyone I've talked to doesn't think it's 
a very effective program. 
And that sign, to me, sounds like it's from a 
program that is demeaning to the kids. Like it's that 
easy to be drug free. If that's the most important 
thing they can say - I feel like they are playing off 
that culture of "kids want to be part of the in¬ 
group" . So they say most kids are doing this, if you 
want to be part of the in-group do this, but kids 
know, so the kids are thinking "Oh those stupid adults 
don't know." It's like the "just say no campaign". 
It's that simple. 
And anyways, what if their parents are doing 
drugs at home? What if their brothers and sisters are 
doing drugs? What if they tried drugs? What is that 
saying?- I think that statement - I think it's going 
L 
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to make kids laugh at it - and not really look at what 
drugs mean to them and what their perspective is on 
it, and really taking a deeper look at it. It's just 
kind of making a joke out of it. 
So my brainstorm, I was thinking ...well, first of 
# 
all, when I first came to the school, I got my 
interview and I didn't see the sign, because I did not 
go through the cafeteria. Then when I was closer to 
getting the job and considering the job, I toured the 
school a little more - I saw that [sign]. Now, when I 
think about it, that was the first piece of 
information that was given to me about those kids. And 
what did that teach me? And how many other people have 
that experience when they walk into our school? And 6 
graders when they come in the school on the first day 
of school, that's the big message and what does that 
mean and what does that tell you about the kids? 
My idea for a project with my students is to show 
my kids the sign, show it on the wall, make an 
overhead or a digital projection of it: "Most Kramer 
Kids are Drug Free - Join the Majority" and see what 
the students' first reaction are to it, when they just 
see it. Ask them. You see this sign everyday in the 
cafeteria. What does the sign say? Maybe it's true - 
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ok this might be true, yeah that's probably true. That 
probably could be true in a lot of cultures, in a lot 
of places. This might be true here. This could be true 
at AC middle school. This could be true in your 
elementary school, this could be true at the high 
school. This could be true where I live, I think this 
is true where I used to teach, this could be true in 
the whole city. So what does this really tell us about 
our community? What does it really tell me about you? 
What does it tell us about our friends? It doesn't 
tell us much. OK. What other things do you think are 
important for people to see when people come in to our 
school? What else do you want people to know about 
you? What MORE do you want people know about you? I 
need to be careful not to disparage the school sign 
and think about expanding the language rather than - I 
am worried about being viewed as anti-school or anti¬ 
administration - so I would say What MORE do you want 
people to know about you? 
Then we could make our own signs. Every single 
art class. Every single kid in the school. We will 
make giant, humongous signs that say "Most Kramer Kids 
are...." And then they will develop their own words, 
adjectives, descriptors, in their own text, their own 
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font, their own tagging style or graffiti - whatever 
they want. Then I'm just going to stick them up there 
- right next to that sign. 
When I met up with Stacey Schwartz a year later at the NAEA conference, she 
was presenting a session about developing a curriculum to affirm student voice in the 
visual culture of the school based on her students’ responses to the “Most Kramer 
Students are Drug Free” sign. Some of the responses her students developed included: 
Respectful, Responsible, Safe, Tight, Helpful, Unique, 
Aware of our cultural differences, Hard working. Loyal, 
Peaceful, Outspoken, Stylish, Fun, Intelligent, Wild, One 
of a kind, Generous, Smart, Proud, Off the hook [slang for 
popular and admired]. Stacey guided students in a collaborative activity whereby 
they each illustrated specific words and then each class made a giant sign with dozens of 
words glued under the phrase “Most Kramer Students Are”. The photographs in the 
figures below are from Stacey’s presentation at the NAEA conference. She gave me 
permission to reprint her photographs here. 
Figure 16. Stacey Schwartz’s students designing letters. 
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Figure 17. Stacey Schwartz’s students coloring letters. 
Figure 18. A Kramer student glues letters to the new banner. 
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This sketch about Stacey Schwartz and her work with the students at Kramer 
Middle School animates the motifs from each collage. Stacey’s insistence on amplifying 
student voice in the visual culture of the school responds to what many of the students 
asked of teachers in Collage 1 and 2. She identified herself as an ally by interrogating the 
text sign in the cafeteria and by inviting the students to construct and articulate the 
identities that wanted to claim. Not only did she ask them who they were, she facilitated 
their art production in making a very public statement about who they are. Through that 
public statement, she and her students constructed a counter-narrative to the sign and 
represented their identities in the curriculum and in the community space of the school, as 
called for in Collage 2. The classroom activity offered a great deal of choice in the actual 
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art making and text development making room for individual expression toward a shared 
community goal. Stacey shared with me that when she explains to the students that their 
art work will be on public display, it automatically raises the bar of achievement in her 
class. Students strive to develop skills and create work of which they will be proud to 
display. Since the cafeteria also doubles as a community room for school plays, band 
concerts, pot luck dinners, assemblies and community meetings, the students felt a built- 
in desire to produce exceptional work as requested in Collage 3. Skill development was 
woven throughout the curriculum on the level of technical art skills in graphic design 
concepts as well as enduring skills in critical literacy to read one’s world and recreate 
one’s world (Freire, 2000). Collages 4 and 9 were addressed in a number of ways. 
Learning about the term “visual culture” as a concept and integrating it into their 
language use, heightened students’ awareness of the pervasiveness of visual culture. 
Figure 20. The Kramer cafeteria is a community space for school performances. 
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Figure 21. The Kramer cafeteria is a community space for family pot luck dinners. 
Stacey’s courage to take on the official and unofficial school discourse of school 
culture through this curriculum addresses her exploration of the meanings of 
postmodernism and multiculturalism in her art classroom. As presented in Collage 5, 
these meanings are constructed by the art teacher in the context of their work and 
! 
communities. I interpreted her conversation with me about her political stance regarding 
the cafeteria sign and her subsequent brainstorms for curriculum, as well as follow up 
emails and phone calls about classroom activities as her self directed journey to address 
multicultural education as expressed in Collages 6 and 7. Her commitment to tackle such 
a physically large (she reported she had to get the city “cherry-picker” fork lift to hoist 
herself to install the student-response signs) and culturally pervasive piece of visual 
culture adds flesh and bones to the statements about the subversive role of the art teachers 
in Collage 8. 
Revisiting Glide’s (2004) Postmodern Principles 
Following Gude (2004) the art making strategy of Appropriation was employed 
by Stacey and her students as they appropriated the language and visual codes of the 
school sign. By doing so they created a tension between taking up the sign's assumptions 
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and contesting those assumptions. By juxtaposing the student signs with the school signs, 
they increased the dialectical nature of the project. The student signs talked to the school 
sign and vice versa. The appropriation of the school sign and the juxtaposition of the 
student signs recontextualilzed the original statement “Most Kramer Students are Drug 
Free”. By surrounding the school sign with student proclamations of how they name 
themselves and their worlds, the school sign no longer was the only discourse presented. 
The school sign was shifted as one of many discourses. The layering of multiple student 
voices within the art signs added to the multiple discourses. Since in this piece of visual 
culture, the text is the image, interaction of text and image were collapsed into 
questioning the differentiation of text and image. The act of gazing was interrogated by 
questioning from whose gaze the school sign was written, produced and hung and for 
whom was its message intended? Even the physical positioning of a huge sign hanging, 
as Stacey said “like some almighty voice from above” became fodder for discussion in art 
class. When student signs were hung side by side with the school sign multiple gazes 
were presented and challenged. Hybridity and Representin’ were integrated throughout 
the art making. When students discussed how they “reperesent” that is, how they 
proclaim their identities and show pride in those identities, they noticed many 
hybridizations of their voices. For example they noted that both “Spanish and English 
students” (in the language that they refer to the Mexican American and European 
American students), feel pride in their heritage and want to express that pride. 
Comparative analysis through relevant literature 
Further analysis of the four collages of student voice and the five collages of 
teacher voices may be drawn by referring to the intersection of Duncum’s (2002) 
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framework for understanding Visual Culture Art Education (VCAE) and Nieto’s (2004) 
definition of multicultural education offered in Chapter 3. To set the stage for such 
analysis, I revisit these two theoretical frameworks in brief bulleted format below: 
Paul Duncum (2001, 2002, 2003) defines Visual Culture Art Education (VCAE) as seven 
qualities: 
• Art making and critique is symbiotic 
• A new paradigm 
• Profoundly historical 
• Cross cultural 
• Natural as any other study of culture 
• Values both aesthetic and social issues 
• Will emerge incrementally 
Sonia Nieto (2004) defines multicultural education in a sociopolitical context as seven 
qualities: 
• Antiracist 
• Basic 
• Important for all Students 
• Pervasive 
• Education for Social Justice 
• A Process 
• Critical Pedagogy 
In what follows, to try to avoid cumbersome citations, I have italicized Nieto’s 
(2004) seven qualities of multicultural education to emphasize how they converge with 
Duncum’s (2002) Visual Culture Art Education printed in bold. 
VCAE explicitly expands, challenges and reconstructs “the canon”; it is anti¬ 
racist and anti-bias in its emphasis on sociopolitical context of both art makers and art 
viewers. Students’ need for solidarity with and empathy from teachers may be interpreted 
as a call to action for anti-racist education. Students also call for reconstructing and 
reframing what is known as art and art education curriculum in a new paradigm by 
asking for their culture and their multiple identities to be represented. Since VCAE is 
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cross cultural and includes art makers who have previously been excluded in the study 
and making of art it expands the notion of who gets to be named as artist. Visual culture 
art education is multicultural and postmodern curriculum since it vigorously recruits and 
includes art viewers, art criticism and thinking about art from students who may have 
previously felt excluded in traditional pedagogical approaches. 
VCAE is basic art education in its profoundly historical perspective with its 
emphasis on art making/art production (Freedman, 2003a). Students seek challenge and 
rigorous standards from teachers to guide them in foundational skill development such as 
drawing and painting. Their skill expectations extend to learning about art history, 
contemporary art and social political venues for art making. A VCAE approach 
recognizes the image-saturated environment within which today’s students read and re¬ 
create their worlds making it important for all students’ basic education. Students see 
that art making and critique is symbiotic; they explore making images combined with 
critical questioning. Art making is still central to basic art education. 
VCAE is a pervasive approach (Ballengee-Morris & Stuhr, 2001; Freedman, 
2003b); it is not an add-on or a special unit of study. It is integrated in and through all 
content areas engaging students in their visual environment. Students cite their daily lives 
and their global concerns as fodder for curriculum development, creativity and legitimate 
art making. Students view their concerns to be as natural as any other study of culture. 
In this way, VCAE is education for social justice (Garber, 1997; Pearse, 1997; Thurber & 
Zimmerman, 2002); it empowers students to make critical choices within the social blitz 
of mass culture. We heard student voices that value both aesthetic and social issues and 
VCAE encourages art making that is socially conscious. VCAE is a process', it will take 
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time for the field of art education and for individual teachers to develop this perspective 
and will emerge incrementally. VCAE is critical pedagogy (Bode, 1999, 2002; Cary, 
1998; Tavin, 2000a, 2000b, 2003). VCAE builds on the knowledge and interests that 
students bring to the classroom - as they call for in Collage 2 - to support teachers and 
students in action toward social change (Tavin, 2003). 
The nine collages of student and teacher voices underscore the intersection of 
multicultural education and postmodern construct of visual culture as a site of strength 
for the consideration of art teacher education which will be discussed more thoroughly in 
Chapter 8. 
Summary 
In this chapter we heard art teachers’ voices as constructing a discrete discourse 
from the student voices in Chapter 6, with the exception of the motif of visual culture 
which overlapped and echoed one another in Collages 4 and 9. The teacher voices were 
collaged and analyzed through 5 motifs: 
Collage 5: Terminologyisms: porno and multiculti, 
Collage 6: Unprepared by teacher education for life in multicultural classrooms, 
Collage 7: Self directed journey to praxis, 
Collage 8: Role of art teacher as subversive, 
Collage 9: Visual culture and the curriculum. 
The intersection of visual culture in both student and teacher voice led me to include a 
sketch from Stacey Schwartz’s classroom that animates the saliency of all 9 collages 
through her enactment of visual culture art education. The sketch is introduced by a 
revisitation of Olivia Gude’s 8 visual and conceptual postmodern principles for 
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contemporary art making as an alternative to assessing the curriculum through the lens of 
the “7 + 7” elements and principles of art. The chapter concluded with a comparative 
analysis of current theory that weaves the collages through the tapestry of Nieto’s (2004) 
definition of multicultural education and Duncum’s (2002) clarification of visual Culture 
Art Education. 
In Chapter 8,1 offer findings, implications and areas for further research. 
. 
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CHAPTER 8 
MIXING THE PALETTE FOR THE POSTMODERN ERA 
Findings, Implications and Recommendations 
In this final chapter of the dissertation, I discuss the findings, implications and 
recommendations of the study drawing from the analysis in Chapters 6 and 7. First I 
present findings and implications that respond to the research questions. I conclude with 
recommendations for further research. The purpose of the study, statement of the 
problem, the framework and methodology are briefly revisited to ground the findings and 
implications firmly in the research project. 
J Purpose of the Study 
The purpose of this study was presented in the metaphor of weaving a web. To 
pursue the project of this dissertation - examining current multicultural art teacher 
practices and making implications for art teacher preparation in the postmodern era -1 
IH 
followed threads in various art worlds from art critics, philosophers of art, art historians 
and artists. Integrating those threads with education led me to threads in multicultural 
! 
j education, teacher education, philosophy of education, critical theory, as well as post 
structuralism, linguistics and postmodernism. Through this dissertation, I release some of 
my own threads and weave my strands into the larger discourse of multicultural education 
and postmodernism that intersect in the nexus of art teacher preparation. 
Theoretical frameworks were illustrated in Chapters 2 and 3 based on discussions 
in the literature regarding modernism, postmodernism, multicultural education and visual 
culture art education. In Chapter 2,1 discussed modernism and postmodernism’s 
implications for the realm of art education especially in regard to pedagogy from 
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kindergarten through higher education. Noting art education intertwining with art history, 
the tensions between a formalist approach to art history and contextualized approach 
were examined (Bryson, 1994; Graham, 2002; Duncan, 1995; Kindler, 1999; Marche, 
2000). The genealogical framework of art education’s development pointed to Chapter 3, 
where I explained why multiculturalism in art is a postmodern issue (Adejumo, 2003; 
Cahan & Kocur, 1996; Chalmers, 2002; Clark, 1996; Efland et al., 1996; Fehr, 1997; 
Freedman & Stuhr, 2004; Hutchens, 1997; McFee, 1998) at the heart of teacher 
preparation in art education reform today (Irvine, 2003; Nieto, 2003, 2004; Sleeter & 
Grant, 2002). Chapter 3 built on Chapter 2 by reviewing the threads of multicultural 
education and postmodernism to illuminate how those frameworks weave into the 
emerging thesis on visual culture. 
Three Comparative Strategies for Analysis 
The rationale for my choice of methodologies was influenced by multicultural and 
postmodern perspectives. An emphasis on the authenticity of participants’ voices and a 
reflexive view of my role as a researcher was central to the overall design of the study. I 
used Arts-based educational research with an a/r/tographer’s perspective to develop 
sketches of art teacher participants in Chapter 5 and collages in the presentation of data 
and analysis in Chapters 6 and 7. A flexible research design employed strategies for 
coding that led to the final analysis through three comparative strategies of analysis: 
cross-site analysis, focus group reflections and external analysis through comparing 
codes to relevant literature. 
First, I used cross-site content analysis by comparing codes from one site to the 
other. Second, I invited six art teachers who were not participants in the study to form 
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a focus group for the purpose of studying the data and giving their reflective feedback to 
me. My third comparative activity used external analysis to compare the codes with 
literature in the field by referring to Paul Duncum’s (2001) definition of visual culture 
and Sonia Nieto’s (2004) definition of multicultural education supplemented with Olivia 
Gude’s (2004) principles of postmodern art making to analyze the classroom activity and 
participants’ narratives. After this third strategy of comparative analysis I organized the 
codes into nine broader categories, which I call motifs, to move toward more in-depth 
analysis. Each motif is a composite concept derived from three to seven codes. 
The motifs for the collages reflect data analysis that reached across research sites, 
resonated with the art teacher focus group and reflected concerns of current theory. The 
nine motifs do not claim to reflect every utterance of every participant in the study; rather 
the motifs name the themes that emerged through cross-site analysis of where the 
participants’ voices converged. These nine motifs became the thematic emphasis of each 
collage that was presented in Chapters 6 and 7. 
Major Findings and their Implications 
Based on the sketches portrayed in Chapter 5 and the data analyzed through 
collages in Chapters 6 and 7, this section presents the study’s major findings. Following 
the findings, I present the implications for art teacher preparation relevant to art 
educators, teacher educators and policy makers. The chapter ends with recommendation 
for further research. 
In this section, I will respond to the first two research questions based on the data 
analysis to present findings within the metaphor of an artist’s palette. An artist’s palette is 
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a tool from which to mix colors to develop traditional art forms such as paintings and 
mixed media forms such as collages and technological forms in digital media. The 
findings are presented in palettes because they are tools or ideas with which I am working 
to develop theory. 
Nine Collages Address Research Question 1 
To address the first research question, I list the motifs that named the nine 
collages. The motifs most directly and literally respond to Research Question 1: 
What do art teachers and art students say contemporary art teachers need to know 
to be effective in multicultural classrooms of the postmodern era? 
Nine Collages 
Collage 1: Teacher solidarity with, and empathy for, students: “Be patient and funny and 
adjust to my environment” 
Collage 2: Curriculum and representation: “Ask me who I am” 
Collage 3: Desire to be held to high expectations: “Push me, push me hard” 
Collage 4: Expression and Visual Culture: “Dead artists and alive artists. Both” 
Collage 5: Terminologyisms: porno and multiculti, 
Collage 6: Unprepared by teacher education for life in multicultural classrooms, 
Collage 7: Self directed journey to praxis, 
Collage 8: Role of art teacher as subversive, 
Collage 9: Visual culture and the curriculum. 
Four Palettes Address Research Question 2 
The insight gained through constructing the collages builds into the response to 
Research Question 2: How are postmodernism and multiculturalism informing 
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teaching and learning in the art classroom? The analysis through collage construction 
point to twelve major findings of how postmodernism and multiculturalism are 
influencing teaching and learning in these art classrooms. In what follows, each finding is 
presented within the metaphor of an artists’ palette; several collages and phenomena 
blend to point to each finding on four specific palettes: 
Four Palettes 
PALETTE 1: INSIDE/OUTSIDE: RE-CONCEPTUALIZING CLASSROOM 
COMMUNITY AND IDENTITY. 
PALETTE 2: CONSCIENTIOUS CURRICULUM. 
PALETTE 3: LIMITS AND PROMISES OF TEACHER EDUCATION. 
PALETTE 4: UN/COMMON LANGUAGE OF VISUAL CULTURE in the 
SUBVERSIVE ACT OF TEACHING ART. 
Each palette contains three findings, making a total of twelve findings. The palette 
ends with an implication, making a total of four major implications. In the process of 
presenting findings, I am reminded of when I am in the studio making paintings and 
collages, my palettes are never very tidy. I mix gobs of paint in various tints and shades 
and they spill from one goopy pile to the next. These findings are presented in four 
distinct palettes with an attempt to make a tidy palette, but with the anticipation that each 
finding shares some conceptual overlap that may spill into the other findings. The 
implications follow each cluster, or palette, of findings. Each implication is simply stated 
at the end of the palette. 
The diagram in Figure 22 on the following page aims to clarify this process. After 
the large diagram each individual palette is presented with a smaller diagram that 
summarizes the text of each palette. 
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Figure 22. Overall view: Four palettes of findings that lead to four implications. 
Postmodernism and multiculturalism are informing teaching and learning in the art 
classroom through: 
Inside/Outside: Reconceptualizing Classroom Community and Identity (Palette 1) 
The dynamic interplay of student identities, teacher identities and 
conceptualization of community was woven inside and outside of school structures, 
personal spaces and divergent experiences of privilege and marginalization. 
Finding 1: Inside the art room/outside the school. 
Finding 2: Inside the art teacher/outside the curriculum. 
Finding 3: Inside privilege/outside boundaries. 
Implications for art teacher preparation: 
Traditionally viewed “unteachable qualities” such as 
community consciousness, personal demeanor, and identity 
awareness may need to be included in art teacher preparation. 
Figure 23. Palette 1: Findings 1,2,3. 
Finding 1: Inside the art room/outside the school. 
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As voiced by these participants, the art room is more than a place to make art 
projects; in addition to making art, it is a space of questioning visual culture and social 
structures and expressing political concerns. The art room is such a space because of the 
community consciousness that students and teachers mutually construct amidst the 
constraints of schooling outside the art classroom. Paradoxically, the learning community 
inside the art room makes way for a more socially active citizenship outside the art room 
and outside the school. 
Finding 2; Inside the art teacher/outside the curriculum. 
Students in this study are first and foremost looking for human qualities in their 
art teachers - qualities that may be conceived as inside the teacher. Naming patience and 
humor before they name any art practices puts a priority on the teachers’ interactions with 
the students, external from the concerns of content and curriculum. These participants 
recognize the qualities required to set up a trusting educational community. The students 
tie those qualities closely to teachers who “can adjust” to teaching in an environment that 
is culturally different from the teacher’s background. A conscious effort from the teacher 
to “get involved with”, “get accustomed to” and “learn the language of’ the students and 
their communities signals a step in identity border crossing that reconceptualizes the 
classroom community as a place of solidarity. Such teacher and student relationships 
affirm student identity and encourage fluid understandings and constructions of race 
relations and power brokerage. 
Finding 3: Inside privilege/outside boundaries. 
The teachers in this study took an actively anti-racist stance toward the act of 
teaching. Their anti-racist and social justice orientations were influenced by occurrences 
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both inside and outside their art rooms. Inside their art rooms, they found students with 
different identity constructions and life worlds from their own. Outside the art rooms, 
they found the school, state and federal educational bureaucracies increasing emphasis on 
standards and diminishing value on critical thought, and a dramatic shortage of resources 
and institutionalized structures to press their students toward underachievement. The 
teacher participants reflected on the political, social and educational privileges that 
appear to lie outside the reach of their student’ experiences and they created structures to 
pull that power inside the realm of their students’ realities. The teachers viewed their 
internal identities as anti-racist educators as bound up with their external identities that 
their students’ may perceive as: White, authority figure, privileged, and so forth. The 
teachers developed community as a space to blur the boundaries of what may be found 
inside or outside of teacher identities, student identities, curriculum, the school day, and 
the classroom walls. 
Implication 1 for art teacher preparation. Traditionally viewed “unteachable 
qualities” such as community consciousness, personal demeanor, and identity awareness 
may need to be included in art teacher preparation programs to effectively prepare 
teachers for the postmodern era. 
Postmodernism and multiculturalism are informing teaching and learning in the art 
classroom through 
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Conscientious Curriculum (Palette 2) 
In these art classrooms, the participants voiced that art making and art learning are 
bursting through constructed boundaries of what counts as art and who is defined as an 
artist. Those boundaries are crossed by teachers and students in a wide range of 
strategies. 
Palette 2: 
CONSCIENTIOUS CURRICULUM 
• Finding 4: Conscientious Content. 
• Finding 5: Conscientious Constructions. 
• Finding 6: Conscientious Opportunities. 
Implications for art teacher preparation: 
Preparing art teachers for a postmodern understanding of 
multicultural curriculum includes re-considering content and 
representation, re-construction through student participation, 
and assertive expectations of rigorous achievement. 
Figure 24. Palette 2: Findings 4, 5, 6. 
Finding 4: Conscientious Content. 
The teachers in this study disrupt the art historical canon through curriculum 
development that involves studying and portraying works of artists from marginalized 
communities, i.e., artists who are: people of color, LGBT, working class, self educated, 
immigrants and speakers of different languages. These practices reflect the intersection of 
multicultural education and postmodernism by expanding the art world to multiple art 
worlds, including more groups and individuals within the naming of artists, creating a 
counter-narrative to what counts as artistic knowledge and practice. 
The students in this study call for curriculum that reflects their multiple identities 
and makes space for self-directed choice. Their multicultural awareness demands a 
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The students in this study call for curriculum that reflects their multiple identities 
and makes space for self-directed choice. Their multicultural awareness demands a 
curriculum that mirrors their experiences as well as providing windows into new, 
unexplored diverse experiences. 
Finding 5: Conscientious Constructions. 
The postmodern stance on knowledge in these art rooms positions students and 
teachers to be participants in curriculum development and co-creators of knowledge in 
the art room. Curriculum is expected to be a co-constructed action of students and 
teachers and is anticipated to represent the identities of students. Identities are perceived 
as multiple and adaptable, pushing the boundaries of traditional views of affiliations 
groups being strictly coded as African American, Latino, Asian and so forth. Art 
curriculum is viewed by these students as a means to open up perspectives through 
choices of activities that make connections between multiple worlds of expression 
through both traditional art forms and new technologies. 
Students insist that teachers “ask me who I am” to develop culturally responsive 
pedagogies. Acknowledging that teachers will not know everything, these students 
encourage teachers to be conscious of their discomfort and their differences and to be 
unafraid to ask for help. 
Finding 6: Conscientious Opportunities. 
The students in this study are emphatic about their hopes and expectations for 
academic achievement. They are resolute about teachers holding them to high 
expectations by imploring “Don’t let me quit”. In schools where the drop-out rate is 
growing rapidly and the students, teachers and schools have been labeled by state and 
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federal policy makers as underperforming, failing or below standard, students’ insistence 
on shifting the institutional gaze from a perspective of failure to a perception of potential 
constructs an energetic countemarrative to the status quo. What has come to be labeled 
the “hidden curriculum” of low expectations gets reversed by these students who recruit 
their teachers as agents of conscientious opportunity. 
Implication 2 for art teacher preparation. Preparing art teachers for a 
postmodern understanding of multicultural curriculum includes re-considering content 
and representation, re-construction through student participation, and assertive 
expectations of rigorous achievement. 
Postmodernism and multiculturalism are informing teaching and learning in the art 
classroom through: 
Limits and Promises of Art Teacher Education (Palette 3) 
The teachers in this study voiced many possibilities for art teacher preparation 
programs to advance the theories and practices of multicultural education that would help 
practitioners be more effective in classrooms populated by diverse students. 
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LIMITS AND PROMISES OF 
ART TEACHER EDUCATION 
Finding 7: Unprepared preparation. 
Finding 8: Journey of many directions. 
Finding 9: Understanding misunderstandings. 
Implications for art teacher preparation: 
Integration of multicultural education throughout art teacher 
programs may prepare practitioners to engage students in art 
making and learning that reflects discourses of multiple 
identities, multiple racisms and multiple acts of resistance. 
Figure 25, Palette 3: Findings 7, 8, 9. 
Finding 7: Unprepared preparation. 
The teachers in this study viewed gaps in their teacher education experiences. 
Specifically they named their lack of experience with diverse populations and limited 
familiarity of multicultural curriculum as significant deficits in their pre-service studies. 
The realities of working in under-resourced classrooms with students whose life worlds 
reflected the economic poverty and political neglect of the society’s stratifications were 
‘not on the list” in many of their higher education experiences. 
Finding 8: Journey of many directions. 
By de-centering their knowledge and reflexively questioning their “truths,” the 
teacher participants pursued multicultural education through informal means such as 
reading self-selected literature, reflective journaling, art making about their teaching 
dilemmas and discussing issues with colleagues. They also sought out formal means to 
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expand their multicultural understanding by seeking out graduate programs that 
emphasized social justice concerns, and forming study groups and grant writing to 
address issues of equity. 
Finding 9: Understanding misunderstandings. 
The limits and boundaries of language were viewed as a source of controversy by 
the teachers in this study. They looked to the research community of higher education as 
a source of both confusion and hopeful resolution to re-charge the terminology of 
multicultural education and make clear the language of postmodernism. As a group they 
did not share a consistent view of the meanings and definitions of postmodernism and 
multicultural education. 
Implication 3 for art teacher preparation. Integration of multicultural 
education throughout art teacher programs may prepare practitioners to engage students 
in art making and learning that reflects discourses of multiple identities, multiple racisms 
and multiple acts of resistance. 
Postmodernism and multiculturalism are informing teaching and learning in the art 
classroom through 
The Un/Common Language of Visual Culture in the Subversive Act of Teaching Art 
(Palette 4) 
The pervasive presence of visual culture in the lives of these students and teachers 
warrants art educators’ attention. Of the nine motifs generated through analysis of data, 
the motif of visual culture was the only common theme among the students and teachers 
voices. 
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The UN/COMMON LANGUAGE OF VISUAL CULTURE 
in the SUBVERSIVE ACT OF TEACHING ART 
• Finding 10: Common language. 
Finding 11: Uncommon curriculum. 
Finding 12: More than teaching art. 
Implications for art teacher preparation: 
Reconceptualizing the role of the art teacher includes 
rethinking the role of art in society which is integral to art 
teacher preparation reform. Visual culture art education weaves 
postmodernism and multicultural education creating expanded 
notions of what counts as art, who counts as artists, and by 
extension, what counts as knowledge. 
Figure 26. Palette 4. Findings 10,11,12. 
Finding 10 : Common language. 
The common experience of visual culture generates appeal and engagement 
within youth culture (for example, through mass media such as television programs and 
commercials, multi-media performances such as music concerts with video and light 
shows, video games, the movie industry and shopping mall billboards.) The appeal and 
engagement are viewed as sites of opportunity for social critique and knowledge 
construction by students and teachers in this study. Teachers affirm student voice by 
integrating youth culture and multiple expressions of identity into the curriculum. 
Finding 11: Uncommon curriculum. 
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Visual culture was viewed as a means to communicate within and across cultures, 
age groups, language differences and geographic regions. The power of visual culture to 
influence society (for example through the presidential election campaign and public 
opinion about the war in Iraq) was a perception held in common by teachers and students 
of the study. Experiencing, creating and critiquing visual culture creates a common 
language through uncommon curriculum to read, re-name and re-create one’s world. 
Finding 12: More than teaching art. 
The role of the art teacher is a viewed as a composite and dynamic socially active 
performance by these participants. Teachers use the role of an art teacher as a unique 
opportunity to practice multicultural education and create social change within schools. 
Three concepts of art teachers’ roles were emphasized in the sketches and collages: as 
community builder, critical reflector and non-conformist leader. Taking up visual culture 
is a means that is subversive to many school experiences, especially to the standards- 
driven accountability movement. Re-conceiving the art teacher’s role addresses 
curriculum, postmodern sensibilities, multicultural issues of equity and as well as the 
traditional role of art education: studio production. 
Implication 4 for art teacher preparation. Reconceptualizing the role of the art 
teacher includes rethinking the role of art in society which is integral to art teacher 
preparation reform. Visual culture art education weaves postmodernism and multicultural 
education creating expanded notions of what counts as art, who counts as artists, and by 
extension, what counts as knowledge. 
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Reshaping Art Teacher Preparations program for the Postmodern Era 
The four palettes of findings and the correlating four implications lead into 
addressing Research Question 3: 
How can collages of public school art teachers and their students inform how 
multicultural art teacher preparation programs may be reshaped for the 
postmodern era? 
Four Palettes Address Research Question 3 
In the following section I theorize how art teacher education programs may be 
reshaped for the postmodern era, given the analysis through nine collages, the twelve 
findings and in light of the four major implications. I pose questions and 
recommendations about how art teacher education may consider the four implications. 
Implication for art teacher preparation from Palette 1. 
Traditionally viewed “unteachable qualities” such as community consciousness, 
personal demeanor and identity awareness may need to be included in art teacher 
preparation programs to effectively prepare teachers for the postmodern era. 
Art education programs and teacher education in general, have traditionally 
focused on the craft of teaching with regard to subject area proficiency, curriculum 
development, and a psychological framework of human development. These are 
worthwhile endeavors that should not be dismissed. However, given what the students in 
this study voiced about the need for teachers to demonstrate solidarity with and empathy 
for their students, higher education may consider teaching qualities that have been 
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traditionally viewed as “unteachable” or commonly evaluated as innate personality traits. 
While administering personality tests does not seem possible - or if it were, I certainly 
would not advocate such measures - it does seem possible to demonstrate the qualities of 
effective multicultural teaching by using qualitative studies such as these collages. Rather 
than dismissing such traits as gifts of persona, a theorized examination of patience and 
humor that students’ mentioned, link their comments to a teacher’s frame of reference - a 
way of thinking about students, a way of thinking about teaching. Such choices of 
thinking and acting can create community consciousness, personal demeanor and identity 
awareness that is actively anti-racist. The teachers thought about their own identities in 
relationship to student identities, enough so that students could name the teachers as 
“getting it” and “adjusting”. In this way, identity development enters the realm of 
cognition through teaching and learning. New discourses for naming, performing and 
questioning identities are called for to address the multiple realms that teaching and 
learning bridge in a postmodern art room. 
For example, John Raible (2005) forwards the notion of “post-white identities” as 
manifesting 
an active personal effort to redefine what it means to be white in the context of 
transracialization. Transracialization can be understood as the process that begins 
once an individual recognizes how ‘living with racial diversity’...triggers a 
unique learning trajectory that leads to an interrogation of the typically unspoken 
rules of racialization (i.e., the predictable process of learning how to “do” race). 
(Raible, 2005). 
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The experience of what Raible calls “transracilaization” does not come easily “or without 
a great deal of thought and effort” (Raible, 2005). 
If this is the case, then what is the role of teacher education in helping white 
teachers enact post-white identities and pursue transracialaization (Raible, 2005) in 
classrooms filled with diverse learners? How might art teacher preparation programs 
support undergraduate and graduate students in challenges of cognition and action with a 
critical, postmodern framework? What if pre-service art teacher read Arts-based 
educational research about art room dynamics where teachers displayed solidarity and 
empathy with a lens that investigates teachers who demonstrate “post-white identities” 
(Raible, 2005)? What would art education program look like if students engaged in role 
plays from the readings of portraiture, collage and other empirical accounts? If 
undergraduate art education students were to engage in short-term investigation by 
interviewing K-12 students and studying effective teachers, how might that shape their 
future practice? What emphasis would such activities place on whose knowledge counts? 
I propose that we can demonstrate, model and teach the importance of thinking and 
acting on solidarity with and empathy for students. Teacher educators in art education 
programs can model these qualities to the preservice teachers by engaging in teaching as 
an act of solidarity. A focus on solidarity and empathy also highlights the essential role of 
a mentor teacher for student interns. Seeking out fieldwork placements for student 
teachers with mentors who exhibit the heightened awareness of identity, using patience 
and humor may become an essential ingredient in art teacher preparation. Students of 
diverse backgrounds, multiple languages, and struggling social class are demanding that 
we do so. 
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Implication for art teacher preparation from Palette 2. 
Preparing art teachers for a postmodern understanding of multicultural curriculum 
includes re-considering content and representation, re-construction through student 
participation and assertive expectations of rigorous achievement. 
Curriculum development in public schools is increasingly directed by sources 
outside the learners’ lived worlds and art education is no exception. State and federal 
mandates position administrators and art education program directors to focus on check 
lists of skills and irrelevant concepts. Eisner (2001) asserts that the arts “can serve as a 
core paradigm for the rest of education” (p.9). To respond to the accountability 
movement, he suggests that art teachers use the press for standards as “opportunities to 
discuss with our colleagues what we care about for our students”. The key issue, as 
Eisner sees it, is how standards are used. He suggests the possibility of the arts giving 
direction to other subjects in the curriculum. “Education in our schools should look more 
like the arts rather than the arts looking more like our schools” (p. 9). How might art 
teacher preparation program develop teachers from the perspective that Eisner forwards? 
A perspective that shifts the very expectation of the role of art in the school may also 
shift the perspective of how curriculum is constructed and enacted. 
To represent student identities in the curriculum, while expanding perspectives of 
other worlds and to provide space for individual choice while continuing to develop skills 
is a tall order for the novice teacher. How might art education programs approach 
curriculum with a multicultural, postmodern perspective? How could curriculum 
developers be encouraged to rethink the categorization of objects and events called art? 
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Will preservice art teachers of the next generation automatically bring a questioning 
stance to the boundaries between folk art, fine art, popular art and so forth? How might 
programs of study develop discursive habits of critique? What would happen if preservice 
art teachers were taught to start with student experience and view curriculum as a 
spiraling web that moved both inward toward students and outward providing insights 
into broader art worlds? Where might that web lead a curriculum? 
Listening to the voices in the collages of this dissertation and studying other 
examples from qualitative research may offer a view of curriculum as a spiraling web 
with various points of entry, multiple sites of intersecting strength, and some gaps to be 
considered. 
Implication for art teacher preparation from Palette 3. 
Integration of multicultural education throughout art teacher programs may 
prepare practitioners to engage students in art making and learning that reflects 
discourses of multiple identities, multiple racisms, and multiple acts of resistance. 
Multicultural education has made gains in art education in recent years. Skin color 
crayons and markers fill pages of every school supply catalog, packets of posters of 
African masks and Latina American crafts abound at art education conferences. Many 
teachers address art from previously marginalized groups in the curriculum. While these 
activities and resources note a certain embrace of pluralistic values, (as well as filling a 
capitalistic market place “niche”), art teacher preparation programs do not consistently 
address a reconceptualized multicultural education as anti-racist critical pedagogy. The 
art teachers in this study targeted gaps in their formal education, named mixed 
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perspectives about the terminology of multicultural education and shared their subsequent 
efforts to self-educate about the realities of teaching in multicultural classrooms. 
The sketches and the collages portrayed the teachers in the study on a wide range 
of disparate journeys in their development as multicultural art teachers. While it will 
always be the case that individuals move through professional awareness and personal 
development at unique paces in response to various stimuli, there is also work to be done 
to develop consciousness within a field of practice. A strong commitment to re-theorizing 
multicultural education within the field of art education is essential to preparing teachers 
for the diverse populations and politicized nature of the act of teaching. Re-theorizing 
may involve integrating the scholarship, explaining the range of definitions, the historical 
context and the socially active frameworks of multicultural education within the broad 
field of education. Strong macro-theory as a foundation could be the structure upon 
which newly emerging art educators build their understandings of the role of art 
education in public schools in a pluralistic democracy. 
The students in this study develop and express identities in multiple voices that 
most teachers are not trained to hear. Some teachers are surprised when students resist 
categorization as an act of racism, while others announce affiliation identities with fervor. 
To engage in meaningful teaching and learning in such a context necessitates a self 
reflexive and socially active mind set. A postmodern conception of identity requires 
education about the ugly histories of colonizations, invasions and appropriations and 
privileges. Simultaneously celebrating the gains and mourning the losses that result from 
border crossing, hybridized expressions and other amalgam identities can be achieved 
through studying and making art that is complicated and expressive. This study calls for a 
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reinvigorated understanding of multicultural education. How might art education 
motivate art teachers to question the privileges present in their identity development, the 
contradictions exhibited in art history and the possibilities of social change in every 
child’s artwork as a possible matter of scholarly integrity and political courage? 
Implication for art teacher preparation from Palette 4. 
Reconceptualizing the role of the art teacher includes rethinking the role of art in 
society which is integral to art teacher preparation reform. Visual culture art 
education weaves postmodernism and multicultural education creating expanded 
notions of what counts as art, who counts as artists and, by extension, what counts 
as knowledge. 
The field of art education is struggling with the concept of visual culture and its 
place in the curriculum for both K-12 and higher education settings. Kerry Freedman and 
Patricia Stuhr (2004) emphasize a conception of visual culture as including visual forms 
traditionally labeled fine arts, arts produced by traditional communities, as well as 
imagery generated by mass media and popular culture and more. “Visual culture is the 
totality of humanly designed images and artifacts that shape our existence” (Freedman & 
Stuhr, 2004, p. 816). If art teacher preparation programs asserted this inclusive concept of 
visual culture throughout programs of study, then art teachers could “integrate aspects of 
visual culture into our curricula because, in fact, the content that it addresses is relevant 
to our wider purposes” (Eisner, 2001, p. 10). Integrating a wide range of visual culture 
into the curriculum reconceptualizes the role of the art teacher. By deliberately taking up 
the questions of what counts as art and what counts as knowledge, art teachers engage 
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students in critical inquiry about the visual forms that pervade their daily acts of making 
meaning and communicating. 
As one participant asked, “What would it look like to teach student teachers about 
art being a non-conformist enterprise?” How might art teacher preparation programs 
instill a perspective of critical inquiry in preservice teachers? How do we teach novice 
teachers to critically engage with a sign in a school cafeteria to develop a rich, indepth 
curriculum that highlighted students’ voices (and that also met several standards from the 
state check list)? How does a field of practice make space for controversy and tension 
while leading new teachers into the profession? These collages offer students’ and 
teachers’ perspectives as a compass to help direct the scholarship. By listening to these 
participants’ voices, art teacher preparation programs may hear the heightened attention 
to visual culture as an intersection of multicultural concerns and postmodern 
perspectives. 
Recommendations for Further Research 
Future research may draw upon these implications to more closely examine some 
of the recommendations and questions of the implications. 
Implication 1: Traditionally viewed “unteachable qualities” such as 
community consciousness, personal demeanor and identity awareness may need to 
be included by art teacher preparation programs to effectively prepare teachers for 
the postmodern era. Future research may focus on how teachers learn such qualities and 
how art teacher preparation may integrate those insights in their programs. The notion of 
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teaching what was traditionally thought to be “unteachable qualities” could drive the 
researchers’ inquiry. 
Implication 2: Preparing art teachers for a postmodern understanding of 
multicultural curriculum includes re-considering content and representation, re¬ 
construction through student participation and assertive expectations of rigorous 
achievement. Future research may examine how teachers include student representation 
in curriculum, including effective strategies for student participation in curriculum 
construction. Additional questions might be asked about how art teachers create high 
expectations for students and what the resulting student performance looks like. 
Implication 3: Integration of multicultural education throughout art teacher 
programs may prepare practitioners to engage students in art making and learning 
that reflects discourses of multiple identities, multiple racisms and multiple acts of 
resistance. Future research may ask questions about the three interrelated experiences of 
identities, racisms and acts of resistance. For example, the influence of teachers’ and 
students’ identity development and how those identities are expressed or challenged in 
classroom discourses such as art curriculum and art making might be explored. Research 
frameworks and methodologies that recognize the role of visual culture in the converging 
construction of races, ethnicities, religious beliefs, socioeconomic conditions, abilities 
and exceptionalities, languages, sexual orientations, genders, nationalism and other 
identities will be paramount in informing postmodern educators. How art teachers disrupt 
and reverse certain powers of visual culture such as the “manipulative, colonizing and 
disenfranchising” effects on our lives (Freedman & Stuhr, 2004, p. 825) will bring a more 
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sociopolitical framework to research endeavors. Multicultural content in art education 
programs could include visual culture as critical pedagogy with examples from research 
that exemplify art teachers and students who engage in art making as acts of critique and 
resistance, both inside and outside the classroom. Examples could include: questioning 
the manner in which classroom curriculum is developed and implemented, producing 
visual culture forms to replace or dislocate the reproduction of hierarchy inherent in some 
visual culture forms, and art making that interrogates the hegemonic devices of some 
schooling practices. Integrating postmodern perspectives will mean reconceptualizing 
multicultural education for research to influence art teacher preparation programs. 
Implication 4: Reconceptualizing the role of the art teacher includes 
rethinking the role of art in society which is integral to art teacher preparation 
reform. Visual culture art education weaves postmodernism and multicultural 
education creating expanded notions of what counts as art, who counts as artists, 
and by extension, what counts as knowledge. Future research may engage in qualitative 
studies of art teachers who are practicing visual culture art education. Such a study may 
examine the nature of curriculum construction and implementation as well as the art 
teacher’s perception of her role within the school community. Such research would be 
most effective in an action research model to tie it directly to art teacher preparation. 
When data is gathered and analyzed in collaboration with practicing art teachers, the 
professors of art education and practitioners in K-12 art rooms may be better able to 
develop models for preservice teachers to reconceptualize their future roles in school 
communities. 
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Conclusions and Questions for Communities of Art Education 
Multicultural education with its history and its reconceptualized perspective is a 
tenacious reminder to postmodern educators that we cannot leave the marginalized, the 
most vulnerable and the most impoverished of our students languishing while 
postmodernists toss around heady semantics that take no action toward social change. 
Likewise, postmodernism with its focus on questioning boundaries and disarming grand 
narratives reminds multicultural educators that identities and cultural constructs are fluid 
and porous and that relationships to knowledge and truth are unstable. 
Given these insights, art teacher preparation programs of study need to be 
strongly re-considered. As pointed out throughout this dissertation, the framework of art 
historical knowledge and perspective of boundaries in a single art world have ensured a 
modernist stronghold on much of current pedagogy in art education. I argue for a 
refraining of art education as a web of critical theory, multicultural content, and 
postmodern philosophy that reconceives perspectives on student and teacher identity 
representations and knowledge constructions. 
This reframing has major implications for the composition of art education 
departments within the university structure. It is a visioning and revisioning of the field 
that calls for much more than integrated coursework and active field work, although those 
activities will be valuable. It calls for a commitment to forwarding the role of art as a 
construction site of critical knowledge and social activism. With the evidence of visual 
forms pervading cultural discourses, and the growing populace who are constructing 
knowledge based on image-saturated media more so than print-based experiences, the 
study of art becomes a matter of citizenship and social justice. 
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It may come to pass that the terminology of multicultural education, 
postmodernism, visual culture and even the word art will be replaced in the ever fast- 
forwarding social construction of language in the globalized, mass media-ized experience 
of education. But what will remain (and most social scientist also project will increase) is 
the pervasiveness of visual imagery in our lives. The visual is usually not presented in 
isolation, like a painting on a museum wall, but exists in a web - a flexible, sticky, strong 
and spiraling web of various other stimuli such as sound, text, tactile, etc. Navigation of 
these visual worlds, messages, multiple truths and narratives requires opportunities to 
think and dialogue in spaces that we heard about in the collages. Students are calling out 
for art teachers who jump borders of racialized discourses, cross curriculum constraints 
and resist bureaucratic expectations to create art making communities that vividly narrate 
the youth voices who people those communities. The teachers are struggling with 
competing languages from academic and popular discourse while embarking on ventures 
to reflect upon and activate anti-racist critical pedagogy in their classrooms. If the role of 
the art teacher is subversive to practices of schooling what might be a vision for a 
revolutionary art teacher preparation? 
Visual Culture Art Education creates a crossroads - an intersection - of 
multicultural education and postmodernism that could bring a tangible, recognizable 
motivation for change among art education communities. Models of practice in many of 
the sketches and collages presented here provide inspiration and practical implementation 
for teachers to question and reconceptualize classroom community and identity through a 
conscientious curriculum. As the first collage amplifies, the un/common language of 
visual culture is spoken through human qualities of art teachers who care enough to take 
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time, be patient and laugh while their students notice that their teachers are making the 
effort to adjust to their differences. 
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APPENDIX A 
INFORMATION AND CONSENT: PARENTS, GUARDIANS, STUDENTS 
(ENGLISH) 
Dear Students and Parents/Guardians of-’s art class, Date- 
I am a doctoral student at the University of Massachusetts in the program of Language, 
Literacy and Culture, under the advisement of Dr. Sonia Nieto. I am also an art teacher in 
Amherst Public Schools. 
The Research 
As part of my doctoral work, I am conducting research in art classrooms and I am hoping 
to do some of that research in-’s class where your daughter or son is a student. 
My research questions center on how to prepare art teachers for multicultural classrooms 
in this postmodern era. The study requires that I observe art teachers and students 
actively engaged in teaching and learning. This research does not require students or 
teachers to take tests or surveys or to do anything they would not normally do in their art 
class. I will simply be observing their daily activities from researcher’s point of view. In 
order to gain accurate information, I will be audio recording, video recording and 
photographing some classroom activities. I will also be interviewing the teacher after 
school hours. In some cases I may ask a few students to be interviewed by chatting with 
me about the art lesson and what they perceive to be important learning experiences in art 
class. I would conduct such an interview in-’s art room during class or after 
school, or in the school library.. 
Using and Disseminating the Research 
I will be using my notes from observations, quotes from students and teachers and 
findings of the research in my dissertation. In addition, I may use the research in future 
workshops for teachers, college courses, conference presentations and publications in 
books, journals and other scholarly work and professional pursuits. 
Right to participate or decline 
Your youngster and you as the parent/guardian have the right to agree for the student to 
participate in the research or to decline participation. You and your youngster will not be 
penalized in anyway if you decide not to participate. Students will not be excluded from 
any classroom activities if they decline to participate. Students who agree are considered 
“participants” in the research by simply being a member of the class while I am 
observing. Whether or not I request an interview, each student in the class who agrees is a 
participant in the research. I respectfully ask your permission for your daughter or son to 
participate in the study, and to utilize information about your child’s art classroom in my 
reports of this study. In all my reports the names of the students and their families will be 
changed to protect their privacy. It is more difficult to conceal the identity of children in 
photographs, and on audiotapes and videotapes. If you have concerns, about my use of 
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photographs, audiotapes or videotapes, which include your child, please talk to me, or 
email me. 
Right to information 
Ms.-has discussed this study with all of your youngsters. Please discuss it 
with them at home and return the attached permission form to me as soon as possible. I 
want to assure you that students will in no way be penalized if you choose not to give 
permission, or if you choose to withdraw from the study. If at any time you have any 
concerns or questions about the study please contact my immediate supervisors: 
Dr. Sonia Nieto at the University of Massachusetts at 549-1414 and snieto@educ.umass.edu 
Administrative approval 
The study has been approved by-, superintendent of-Schools, — 
-Director of Secondary Curriculum and-principal. The study has 
also been approved by the Human Subjects Review Board at the University of 
Massachusetts, Amherst. 
Contact information 
I encourage you to call me or email me anytime with questions or comments about the 
study. School: 362-1968, Home: 256-0072 and email pbode@comcast.net Please sign 
and return the form below and indicate “yes” to participate or “no” to decline 
participation. I have enclosed an extra copy for you to keep for your records. 
Thank you for your time and consideration. 
Sincerely, 
Patricia Bode 
Art teacher, Amherst Regional Middle School 
Doctoral student, University of Massachusetts 
PERMISSION FORM FOR ART CLASSROOM STUDY BY PATTY 
BODE 
Date:_ 
Please check: 
□YES. I give permission for my child to participate in the study by Patty Bode in- 
—’s classroom. I give permission for the research to be used and disseminated as 
described in this letter. 
□NO. I do NOT give permission for my child to participate in the study by Patty Bode 
in-’s classroom. I understand my child will not be penalized in 
anyway for declining to participate. 
Student Name Please print clearly__ 
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Student signature _ 
Parent/Guardian Name Please print clearly_ 
Parent/Guardian Signature  
□i would like more information about the study, please call me at this 
number or email me 
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INFORMATION AND CONSENT: PARENTS, GUARDIANS AND STUDENTS 
(SPANISH) 
Estimados padres y encargados de la clase de arte de M., 
La maestra de su hijo/a,.de la escuela.es una companera y 
mi amiga. Yo soy una estudiante del programa doctorado Language, Literacy and 
Culture en la Universidad de Massachusetts, bajo la consejeria academica de la Dra. 
Sonia Nieto. Tambien soy maestra de arte en la escuela intermedia del Sistema Escolar 
Publico de Amherst, Massachusetts. 
Investigacion: 
Como parte de mis estudios doctorales, estoy llevando a cabo una investigacion en las 
clases de artes y espero que el salon de Ms. Schmidt’s donde su hijo/a es un/a estudiante 
sea parte de mi investigacion. La pregunta de mi estudio de investigacion se centraliza en 
como preparar maestros de arte en salones multiculturales en esta epoca post moderna,. 
Mi estudio requiere que observe a maestros de arte y los estudiantes envuletos 
activamente en aprendisaje y ensenanza. Este estudio no requiere que ni los maestros o 
los estudiantes tomen un examen, llenen un cuestionario o hacer nada fuera de lo que 
ellos mormalmente hacen en la clase de arte. Yo simplemente observare las actividades 
rutinarias del punto de vista de un maestro. Para poder tomar informacion precisa yo 
estare grabando con una camera de video, grabadora casetera y tomare fotografias de 
algunas actividades del salon. Tambien entrevistare a la maestra despues de la escuela. 
En algunos casos entrevistare a ciertos estudiantes ( despues de escuela on en la hora del 
almuerzo) acerca de la leccion de arte y de lo que ellos perciben sobre cual es la 
experiencia mas importante encuanto a la clase de arte. Estas entrevistas las hare en el 
salon de arte de Ms. Schmidt’s despues de escuela, en la hora del almuerzo o 
posiblemente en la biblioteca. 
Usandoy compartiendo la informacion de esta investigacion 
Yo usare mis notas de las observaciones, citare a los estudiantes y a los maestros e 
incluire mis resultados en la disertacion de mi investigacion. Tambien, en el fiituro 
podria utilizar mi investigacion en talleres para maestros, cursos en la universidad, 
presentactiones en conferencias y publicaciones de articulos en libros, journals y en otros 
trabajos academicos con metas profesionales. 
Derecho a participar o no participar 
Su hijo/a y usted como el padre o encargado, tienen el derecho a participar o no participar 
en esta investigacion . Los estudiantes que esten de acuerdo seran considerados 
“participantes” en este estudio al ser miembros de esta clase mientras yo hago mis 
observaciones. Aunque no solicite entrevistarlos cada estudiante de la clase que este de 
acuerdo sera un “participante’ en la investigacion. Respetuosamente pido su permiso para 
que su hijo/a participe en este estudio y pueda utilizar informacion acerca de la clase de 
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arte en mis reportes investigativos. En todos mis reportes los nombres de estudiantes y 
sus familias seran cambiados para proteger su privacidad. A pesar de que es sumamente 
dificil cambiar las identidades en los videos grabados y las fotografias. Si usted tiene 
cualquier preocupacion sobre el uso de fotografias, video y audios grabados, los cuales 
incluiran a su hijo/a, por favor escribame, hableme o envieme un mensaje electronico 
(e-mail). 
Derecho a informacion 
M......ha discutido esta informacion con los ninos/as. Por favor hablen sobre 
esto en los hogares y devuelva la forma de permiso lo antes posible. Quisiera asegurarle 
que los estudiantes no seran penalizados si decide no darle el permiso a participar, o si 
luego usted decide retirales de esta investigacion. Si en algun momento usted tiene 
cualquier pregunta o preocupacion sobre este estudio por favor contacte a mi supervisora 
inmediata: 
Dr. Sonia Nieto at the University of Massachusetts at 
(413)549-1414 and snieto@educ.umass.edu 
Aprovacion Administrativa 
M.. han aprovado este estudio de investigacion. 
Contacto informativo 
Yo le exorto a que se comuni que con migo, Patricia Bode, o me envie un mensaje 
electronico en cualquier momento con preguntas, comentarios o preocupaciones sobre 
este estudio de investigacion: escuela: (413) 362-1968, casa: (413) 256-0072 y mi email 
pbode@comcast.net Por favor fume el permiso y conteste “si” para participar o “no” 
para no participar. Le incluyo una copia adicional para que la guarde. 
Gracias por su tiempo y consideracion. 
Sinceramente, 
Patricia Bode 
145 Glendale Rd Amherst, Massachusetts 01002-3216 
Art teacher, Amherst Regional Middle School 
Estudiante Doctoral, University of Massachusetts 
PERMISO PARA EL ESTUDIO DE LA CLASE DE ARTE POR 
PATRICIA BODE 
F echa:_ 
Por favor indique: 
□si. Le doy permiso a que mi hijo/a participe en el estudio de Patty Bode en el salon 
de.Doy permiso para que este estudio sea utilizado como lo indica 
esta carta. 
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□NO. NO doy permiso a que mi hijo/a participe en el estudio de Patty Bode en la 
clase de.. 
Nombre del estudiante Por favor use letra de molde_ 
firma del estudiante _ 
Nombre del padre/encargado Por favor use letra de molde_ 
ftrma del padre/encargado_ 
□ Me gustaria recibir mas informacion sobre este estudio, 
por favor llame al numero_ o mi email es_ 
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Explain to Students 
Date— 
Dear Art Students-School, 
I am a doctoral student at the University of Massachusetts and an art teacher 
in Amherst Public Schools. I am doing research about what art teachers need 
to learn when they go to college to learn to be a great art teacher. 
I am planning to visit your art class to observe and listen. I would like you to 
be a participant in my research. To be a participant you just have to be in art 
class doing your work! No extra test or surveys or work are required. If you 
would like to, you may also talk to me about some questions I have. Since 
you are the art students of today, I think you know more than most books 
can tell me about what art teachers need to learn. I would also like to ask 
some of you what you think art teachers should learn in order to become 
good art teacher for students of all different races, languages, belief systems 
and learning styles. If you choose to talk to me you could include any ideas 
you have about teachers’ art projects, teaching style, attitude, language, 
anything that you think art teachers should think about to create a successful 
art classroom for kids of today. 
Thank you for welcoming me in to your art room. I hope to be there this fall. 
The university requires your permission and the permission of your 
parents/guardians for me to do this research in your school. If you would 
please take home this form and sign the line that says “student signature:” 
and ask your parents/guardians to sign the line that says “parent/guardian 
signature” I would be greatly appreciative. 
If you bring the form back with signatures, you will receive a tootsie pop as 
a token of my appreciation. You get the tootsie pop whether you agree to 
participate by checking “yes” or you decide not to participate by checking 
“no” - you still get the tootsie pop as long as I get the form with signatures! 
If you and your family decide not to participate you will not be penalized in 
anyway. 
Thank you so much, 
Patty Bode 
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Principal Consent Form 
PRINCIPAL OF_SCHOOL 
CONSENT FORM FOR ART CLASSROOM STUDY BY PATTY BODE 
Date_ 
Address_ 
Dear_ 
After reading the enclosed material would you please be so kind as to return this consent 
form to me in the self addressed stamped envelope? I have enclosed an extra copy for 
your records. 
Sincerely, 
Patricia Bode 
Doctoral student, University of Massachusetts, Amherst 
145 Glendale Road 
Amherst, MA 01002-3216 
Please check: 
□ YES. I give permission for Patty Bode to conduct research in 
_’  art classroom at_School. I give 
permission for the research to be used and disseminated as described in the enclosed 
letter being sent to parents/guardians of the art students. 
□NO. I do NOT give permission Patty Bode to conduct research in 
’s classroom. 
Principal Name:__ 
Principal signature_ 
Date_ 
□ I would like more information about the study, please call me at this 
number or email me_ 
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Teacher Consent Form 
Permission from Teacher Participants 
For Art Classroom Study by Patty Bode 
Please Check: 
□ YES. I,_give permission for Patty Bode to conduct research 
in my art classroom at_School. I give permission for 
interview, my classroom interactions and Ms. Bode’s observations to be used in the 
research. I give permission for the research to be used and disseminated as described in 
the enclosed letter that is being sent to parent/guardians of my students. 
□ YES. I understand the methods employed in the study as described in the letter. 
□ YES. I understand my right to privacy. I understand my right to information about the 
study. 
□ YES. I understand that I may decline to participate and that I will not be penalized 
professionally, personally or any other way for declining to participate in this research. 
□NO. I do NOT give permission Patty Bode to conduct research in my classroom. 
Teacher Name: _ 
Teacher signature_ 
Date 
□ I would like more information about the study, please call me at this 
number or email me _ 
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APPENDIX B 
INTERVIEW QUESTIONS 
Interview Questions to Teachers 
Getting to know you 
How long have you been teaching art? 
What is your educational background? 
What journey did you take to become an art teacher? 
Did you have any mentors/role model/colleagues that influenced your teaching? 
Are their any writers/scholars/professionals in the field that influences your teaching? 
How would you describe the school in which you teach? 
How would you describe the community in which you teach? 
How would you describe yourself racially/culturally? 
Getting to know your teaching 
How would you describe your approach to teaching? 
How would your students describe your teaching? 
How do you define multicultural education and is multicultural education present in your 
teaching? 
How do you define postmodernism and does your thinking about postmodernism 
influence your teaching? 
What is the role of an effective art teacher within a school? 
Art Teacher Education 
What do you think art teachers need to know to teach students of diverse racial, cultural, 
language, and socioeconomic, religious and other backgrounds? 
How might art teacher preparation programs or professional development programs 
address multicultural education? 
How might art teacher preparation programs or professional development programs 
address what art teachers need to learn for the postmodern era? 
Interview Questions to Students 
How long have you known this art teacher? 
How would you describe your art teacher’s teaching style? 
What do you think makes a good art teacher? 
What does an art teacher need to know to be an effective teacher with kids of today? 
When a teacher identifies as a different from their students - racially, culturally, in the 
language they speak, socioeconomically, religiously, in sexual orientation and other ways 
- does it matter? 
Do teachers who are different from students need to learn or know certain information? 
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What about a teacher’s attitude or communication style? 
What about art projects? Do you have a favorite one? 
When somebody goes to college to become an art teacher, what do you think the colleges 
need to teach them? Given everything that you have told me, what do you think the art 
education programs in colleges should be teaching? 
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